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GIULIANO D'ARRIGO, CALLED PESELLO, 
FORMERLY KNOWN AS THE MASTER OF 
THEBARGELLO JUDGEMENT OF PARIS 
(FLORENCE C. 1367-1446) 

The Angel of the Annunciation 

tempera and gold on panel, a tondo 


9% in. (24.2 cm.) diameter 


$80,000-120,000 £59,000-88,000 


€68,000-100,000 


PROVENANCE: 
Anonymous sale; Sotheby's, New York, 29 January 2016, lot 401, where 
acquired by the present owner. 





fig. 1 Master of the Bargello Judgement of Paris, Judgement of Paris, Museo Nazionale 
del Bargello, Florence. 


Formerly known as the Master of the Bargello Judgement of Paris, this 
artist was initially named after a desco da parto of the same subject in the 
Museo Nazionale del Bargello, Florence (fig. 1). The survival of a second 
birth tray, depicting Susannah and the Elders (last recorded with Carlo 
Orsi, Milan) and dated to the 1440s on the basis of the Aldobrandini and 
Alberti coats of arms, led to his recent identification by Carl Strehlke 
as Giuliano d'Arrigo, called Pesello (Carl Brandon Strehlke, private 
communication with the present owner, 2020). 


Working in the International Gothic style, Guiliano d'Arrigo was a 
prominent figure in Florence. His early career was spent in the orbit of 
Agnolo Gaddi and Lorenzo Ghiberti, but he later absorbed the influence 
of Lorenzo Monaco, Gherardo Starnina and Fra Angelico. He entered 
the Florentine painters’ guild in June of 1385, and by 1416 was running 
a successful workshop, producing flags and processional banners, 
decorated armor and painted leather objects. He was consulted on the 
construction of Florence's iconic cathedral dome in the 1420s, and was 
nominated to take Brunelleschi's place in the event of his absence or 
resignation. While almost all of d'Arrigo's securely attributed works are 
small-scale paintings, the discovery of the present panel indicates that 
he must also have executed paintings on a large scale. As Strehlke notes, 
this tondol ikely formed part of a folding triptych or altarpiece. If the 
former, its gold background suggests it would have formed one of the 
precious, inner panels, with a Madonna and Child at the center and saints 
in the wings. If, however, it formed part of a larger complex, it would have 
likely functioned as a pinnacle, surmounting a left-hand panel and facing 
inward toward a Virgin Annunciate on the opposite side. 
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LUCA DI TOMME (ACTIVE SIENA, 1356-1389) 


Saint Paul; and Saint James the Less 


tempera and gold on panel 


8% x 7% in. (21.7 x 18.3 cm.), each a pair 


$150,000-250,000 £110,000-180,000 


€130,000-210,000 


PROVENANCE: 
Private collection, Europe, by 1992, where acquired by the present owner. 
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These panels showing Saint Paul and Saint James the Less are important 
additions to the oeuvreof the TrecentoSienese painter Luca di Tomme, 
whose prolific activity stretched over a period of half a century from 
the years shortly before the plague in 1348 until the 1390s. Trained by 
Pietro Lorenzetti, he developed a distinctive and highly personal style 
that combined the figural solidity that defined his master's work and the 
sinuous gothic elegance of Simone Martini, thereby forming an artistic 
idiom rooted in the two dominant, albeit contrasting artistic forces in 
Siena following Duccio's death in 1319. 


Saint Paul is shown with the tied scrolls of his Epistles to the Romans 
and a sword, the instrument of his martyrdom, while Saint James the 
Less holds the long-handled fuller's staff, with which he was clubbed to 


Fa 
= ,,] 
= 
5 

A 


= 

E 

እ. کے‎ 
የሃ ክኔ 

149 

i 


y Ye : 2 5 


5 
« ይ. 


death, and the traditional attribute of a gospel book. Dr. Gaudenz Freuler 
has dated the panels to after 1375, possibly into the 13805, and compares 
them stylistically with Luca di Tomme's Madonna and Child, now in the 
Museo Civico in Montalcino but originally painted for the Saint Blaise 
chapel, completed towards the end of the 1370s, in the town’s church of 
San Francesco (private communication, January 2020). 


Freuler observes that the horizontal grain of these two panels would 
suggest they formed part of a dismembered predella, the original format 
of which most probably followed the artist's complete predellanow 
preserved in the Yale University Art Gallery, New Haven (c. 1366-73; inv. 
no. 1943.246). The Yale panel shows a central Crucifixion flanked by half- 
length figures of the mourning Virgin and Saint John the Evangelist, with 
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Saints Francis and Dominic occupying positions on the far left and right, 
respectively. The rediscovery of another half-length panel by Luca di 
Tomme, showing Saint Anthony Abbot (Finarte, Venice, 17 April 2005, lot 
39), which is almost identical in scale and stylistically comparable to this 
pair, would seemingly support Freuler’s hypothesis that the dismembered 
predellarepeated the format and figural arrangement of the Yale picture. 
Saint Anthony would naturally have been positioned on the far left of the 
original predellawith Saint James the Less serving as a counter-balance 
on the far right, while Saint Paul would have been adjacent to the central 
lost Crucifixion, which in turn would have been flanked by another 
appropriately frontal figure, presumably Saint Peter. 
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ATTRIBUTED TO ANTONIO AQUILI, 
CALLED ANTONIAZZO ROMANO 
(? C.1435-CIRCA 1508 ROME) 

The Dormition of the Virgin 


tempera and gold on panel, a fragment 

18% x 31% in. (47.3 x 80 cm.), with a later triangular addition of 7 x 3% in. 
(17.8 x 8 cm.) to the upper left corner, and a later addition of 78 x 11 in. (2.4 x 
27.9 cm.) to the upper left edge 


$80,000-120,000 £59,000-87,000 
€68,000-100,000 


PROVENANCE: 

Art market, Rome. 

with Robert Strauss, London, by 1954. 

Anonymous sale; Christie's, London, 30 November 1979, lot 50, as 
Antonazzio Romano. 


Ortolani collection, Rome, from which acquired by the present owner. 
Born into a family of painters, Antoniazzo gained renown as an 
independent artist from the 1460s and, prior to the arrival of Raphael and 
Michelangelo, was one to the most important and prestigious painters 
in Rome during his lifetime. He was patronized by the foremost Roman 
families, including the Colonna and the Orsini, and was celebrated not 
only for his original compositions but also for his restoration and copies 
of Medieval icons from previous centuries. 


This charming group of saints must once have formed part of a larger 
composition depicting the Dormition of the Virgin. In the lower left corner, 
a beautiful red and gold figured textile with a delicate trim and a blue 
brocade pillow adorn the bed on which the Virgin's body would have 
been laid, though only the foot of the bed is now visible. Only one of the 
figures at the Virgin's bedside looks toward her, the others fix their gazes 
upward, their faces upturned in wonder, suggesting they are witnessing 
the presence of a divine figure, most likely Christ. They are bathed in a 
bright, celestial light which casts a golden hue across their hair and the 
leaves of the trees beyond. 
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ATTRIBUTED TO BERNARDO DADDI 
(ACTIVE FLORENCE, C. 1320-1348) 
Saint John the Baptist and Saint Paul 


tempera, white metal and gold on panel, arched top 
44% x 17 in. (112.5 x 42.5 cm.) 


$300,000-500,000 £220,000-370,000 


€260,000-420,000 


PROVENANCE: 

William Graham (1817-1885), Glasgow, by 1879, 

Anonymous sale; Christie's, London, 9 April 1886, lot 334, as ‘Giotto’. 
Lady Desborough of Panshanger, and by descent to 

Lady Salmond. 

Anonymous sale; Christie's, London, 7 July 1972, lot 55, as ‘Florentine 
School, circa 1360". 

with Mortilla and Frederick Mont, Paris and New York. 

Private collection, Zúrich. 

with Newhouse Galleries, New York, from whom acquired by 

Edwin L. Weisl, Jr. (1929-2005), New York, by 1978; (°), Christie's, New 
York, 6 April 2006, lot 28, as 'Bernardo Daddi, where acquired by the 
present owner. 


EXHIBITED: 
London,Royal Academy, Winter Exhibition, 1979, no. 174, as ' Florentine School. 


LITERATURE: 

M. Boskovits, A Critical and Historical Corpus of Florentine Paintings, The 
Painters of Miniaturist Tendency, section III, IX, Florence, 1984, pp. 71-72, 
344, plates CLXX-CLXXI. 

A. Tartuferi,' Nouveautés sur le Trecento, Revue de l'Art, LXII, 1986, pp. 43-46. 
M. Boskovits, More on the Art of Bernardo Daddi, in R. Offner, A Critical 
and Historical Corpus of Florentine Painting. The Fourteenth Century, 
section III, III, 2nd Edition, M. Boskovits and E. Neri Lusana, eds., New 
York and Florence, 1989, p. 53, note 78. 


E.S. Skaug, Punch marks from Giotto to Fra Angelico. Attribution, 
Chronology and Workshop Relationship in Tuscan Panel Painting with 
Particular Consideration to Florence 1330-1340, |, Oslo, 1994, p. 108, note 195. 
E. Neri Lusana, 'Daddi, Bernardo, The Dictionary of Art, VIII, J. Turner, ed., 
New York, 1996, pp. 441-444. 

A. Labriola, 'Daddi, Bernardo, in Allgemeines Künstlerlexikon: die 
bildenden Kunstler aller Zeiten und Volker, XXI-II, G. Meissner, ed., Munich 
and Leipzig, 1999, pp. 355-357. 

O. Garnett, ‘The Letters and Collection of William Graham - Pre- 
Raphaelite patron and pre-Raphaelite collector, The sixty-second volume 
of the Walpole Society, 2000, pp. 314, no. d108, fig. 170. 

D. Parenti, ‘Studi recenti su Orcagna e sulla pittura dopo la "peste nera", 
Arte Cristiana, LXXXIX, 2001, p. 329. 

A. De Marchi, 'La tavola d'altare', Storia delle arti in Toscana. II Trecento, M. 
Seidel, ed., Florence, 2004, pp. 31-32, 34, note 61, fig. 17. 

J. Sander, Das "Standard-Altarbild" der Gotik: Das Polyptychon-The 
"Standard Altarpiece" of the Gothic Period: The Polyptych, Frankfurt, 2006, 
pp. 99-103, 298, no. 20, plate 24. 

E.S. Skaug, ‘Bernardo Daddi's Chronology and Workshop Structure as 
Defined by Technical Criteria, in Da Giotto a Botticelli: Pittura fiorentina 
tra gotico e rinascimento; Atti del convego internazionale Firenze, 
Universita degli Studi e Museo di San Marco May 20-21, 2005, F. Paust 
and J. Tripps, eds., Florence, 2008, pp. 82, 83, 94-95, note 7. 


























fig. 1 Andrea Cione, called Orcagna, The Strozzi Altarpiece, Santa Maria Novella, Florence. 


Once forming part of a larger polyptych, this vivid depiction of Saints 
John the Baptist and Paul is remarkable not only for its iconography, but 
for its unprecedented innovation in defining pictorial space. The painting 
has been ascribed to the celebrated Florentine painter, Bernardo Daddi 
since the mid-1970s on the basis of its characteristic style, the tooled 
halos and the geometric design of the floor. The quality of the painting 
is unquestionable and it is stylistically consistent with Daddi's output. 
Yet the emotion conveyed by the two saints, a nervous energy and a 
certain urgency in their expressions, runs counter to the distinct serenity 
of Daddi's figures. Miklós Boskovits therefore proposed an alternate 
attribution, suggesting it may be the work of the highly gifted artist 
known as Stefano Fiorentino, grandson of the great master, Giotto. 


The polyptych to which the panel originally belonged likely comprised a 
large central panel with four lateral compartments. From the direction 
of the figures” poses, it seems this wing would have been positioned to 
the right of the central panel, with both saints facing inward and upward 
toward its subject. Precisely what that central theme might have been 
is not known, but the relationship between it and the present panel is 
retained in the saints’ gestures and impassioned expressions, creating 
a sense of narrative and dialogue. Saint John the Baptist points with his 
right hand, a gesture indicating a depiction of Christ, perhaps a Christ 
in Glory, a Madonna and Childor a Coronation of the Virgin. Some have 
proposed that Saint Paul's gesturing pose, leaning forward with both 
hands outstretched expectantly, suggests the central subject may have 
been a Christ in Majesty consigning the scriptures to Saint Paul. If that 


was indeed the case, in keeping with the theme of the Traditio legis, 
the panel to the left of center would likely have shown the Virgin and 
Saint Peter. 


The two figures are depicted with an unusual, almost portrait-like, 
naturalism, acutely observed and shown in full profile The faces are 
modeled with remarkable sensibility and their expressions are insistent. 
Rather than adhering to tradition in the depiction of Saint Paul, showing 
him in red and green drapery with a long beard and holding the sword 
with which he was martyred, here the apostle wears a pale pink mantle, 
has a neat, short beard and holds no attribute. 


Most striking, however, is the panel's affiliation with the lost outermost 
wing to its left. Behind Saint John, emerging from beyond the picture 
field at right and reaching up into shoulders of the relief, is a slender and 
elaborately decorated trumpet. The presence of this trumpet suggests 
the far-right compartment of the polyptych would have depicted music- 
making angels, perhaps also mirrored in the far-left section. The white 
metal used to describe the instrument has since tarnished with age but 
would originally have shimmered brightly against the gold background. 
At its top, the present panel retains its original, gabled framing element, 
but the exposed wood at the lower edge would have been covered by an 
engaged frame and the panels divided with vertical columns, culminating 
at the shoulders of the trefoil arch. Despite the 'physical' boundary of 
the column, the trumpet device crossed behind the frame, bridging 
the space between the two neighboring wings. The aforementioned 
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fig. 2 (210110 di Bondone, The Baroncelli Polyptych, Santa Croce, Florence. 


dialogue between wings of a polyptych was not new in itself. Giotto 
was the first painter to unify separate compartments in order to create 
a large combined scene, which he masterfully achieved in the Baroncelli 
Polyptych of circa 1334 in the church of Santa Croce, Florence (fig. 1). The 
presence of the trumpet here, however, crossing from one panel to the 
other, is an extraordinary leap of innovation. 


Federico Zeri was first to propose the painting's attribution to Bernardo 
Daddi in a letter dated 15 February 1975. The scholar linked this panel 
to the groundbreaking altarpiece of 1357, commissioned by Tommaso 
di Rossello Strozzi from Andrea Cione, called Orcagna, for the family 
chapel in Santa Maria Novella, Florence (fig. 2). Given the compositional 
and iconographic similarities between the two, Zeri suggested Cioni 
had based his Strozzi Altarpieceon the polyptych to which the present 
panel once belonged. Zeri's attribution was accepted by most modern 
scholars, along with his dating of the panel to the 1330s. Similar attempts 
to unify the pictorial space can be found in Daddi's early works, such as 
the Tabernacle in the Courtauld Institute Art Galleries, London, which is 
dated 1338. The free-hand punching and elegantly incised decoration 
of the halos was carefully examined by Erling Skaug (loc. cit), who 
concluded that Saints John the Baptist and Paulmust be an early work 
by Bernardo Daddi. Much of the decoration is incised, with only a single 
punch tool—a five-pointed asterisk—used to delineate the outer edge of 
the halos. According to Skaug's research, this punch tool was used only 
in Bernardo Daddi's earlier paintings, dating from the 1320s to 1333. 
The trefoil arched frame further supports this date. The trefoil design 
mimics that employed by Giotto for the Stefaneschi Altarpiece, now in the 
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Pinacoteca Vaticana, Rome, and was considered outdated by the 1340s. 
The altarpiece would therefore predate Cioni's Strozzi Altarpiece by two 
decades, making its innovation all the more astonishing. 


Daniela Parenti, Andrea De Marchi and Jochen Sander place the 
painting later, closer in date to the Strozzi Altarpiece (loc. cit.). Boskovits 
had initially agreed with the attribution to Daddi but found the later date 
more convincing and was unable to reconcile this panel with Daddi's 
later works. He therefore proposed a different hand altogether, that 
of the enigmatic, Stefano Fiorentino. Stefano was recorded by Filippo 
Baldinucci (1624-1696) as the son of Giotto's daughter, Caterina, 
and her husband, the painter Ricco di Lapo (F. Baldinucci, Notizie dei 
professori del disegno da Cimabue in gua, F. Ranalli ed., Florence, 1854, 
pp. 123, 212-213). Along with his brother, Bartolo, Stefano was active as 
a painter by 1333 and, a year before his death in 1350, was included in 
a list of Florence's six most exceptional painters (for the document in 
the State Archives, Pistoia, see A. Ladis, Taddeo Gaddi, Columbia MO, 
1982, p. 257). Though his virtuosity as a painter seems to have been well 
established during his lifetime and in the centuries following, the only 
work ascribed to Stefano known to modern scholars was his frescoed 
Assumption of the Virgin in the Camposanto, Pisa.T he Camposanto 
was sadly destroyed during bombardments in the Second World War 
and only photographs of the fresco survive, making a reconstruction of 
Stefano's oeuvre all the more challenging. The photographs were used, 
however, as a basis for attributing several frescos to Stefano, including a 
section of decoration in the abbey church at Chiaravalle Milanese, which 
is by the same hand as the Pisan fresco. 
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VINCENZO FOPPA 

(BAGNOLO 1427/30-1515/6 BRESCIA) 
Saint Peter 

tempera and gold on panel, unframed 


183 x 15% in. (47.5 x 39.5 cm.) 


$200,000-300,000 2150,000-220,000 


€1/0,000-250,000 





fig. 1 Vincenzo Foppa, Saint Christopher, Kress Collection, Denver Art Museum, Denver. 


Only recently rediscovered, this expressive depiction of Saint Peter 
represents an important addition to the oeuvre of the Lombard painter 
Vincenzo Foppa. Foppa's acutely naturalistic portrayal of the saint is 
meticulously observed, from the refined modelling of the lined flesh 
around his eyes, to the light striking his cheekbone and delicately 
textured hair and beard. The saint's halo, with its distinctive, freehand 
geometric design, outlined by a row of round punches and lined with 
a fine, scalloped line of dots, is identical to that of Saint Christopherin 
a panel formerly in the collection of Samuel H. Kress and now at the 
Denver Art Museum (fig. 1). It seems almost certain, then, that the two 
panels belonged to the same, as yet unidentified polyptych. 


Roberto Longhi was first to identify the Denver Saint Christopher in 
1939, which he dated to around 1460 (R. Longhi, La pittura bresciana del 
Rinascimento, Bergamo, 1939, no. 29). Fernanda Wittgens, publishing it 
in 1949, placed it a decade later, however, around 1470, citing Foppa's use 
of light and intensely defined figures, reminiscent of Ferrarese models 
(F. Wittgens, Kunstschatze der Lombardei 500 vor Christus - 1800 nach 
Christus, Zürich, 1949, p. 62-63, 98). Wittgens suggested the artist may 
have based his treatment of Saint Christopher on a panel of the same 
subject by Giovanni Bellini, part of the San Vincenzo Ferrer altarpiece of 
1464-68, in the church of Santi Giovanni e Paolo, Venice. 


The present panel is slightly smaller than the Denver painting, which 
measures 22 13⁄6 x 14 Y in. (57.9 x 36.8 cm.). With the Christ Child 
on his shoulders, the Saint Christopher certainly lends himself to the 
elongated format. The smaller Saint Peter could perhaps then have 
formed part of the upper register of an altarpiece. Without a direct, side- 
by-side comparison, which has thus far not been possible, it is difficult 
to ascertain for certain, but the figures of Saints Peter and Christopher 
themselves appear to be similar in scale. It is possible, then, that the 
present painting was originally larger and was cut at some point after 
the polyptych's dispersal. The two panels might in that case have both 
formed similarly scaled lateral wings of an altarpiece, likely with Saint 
Peter to the left and Saint Christopher to the right, each facing inward 
toward the central scene. 
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A MILLEFLEURS TAPESTRY WITH A 
UNICORN IN A FIELD OF FLOWERS 


BRUGES, CIRCA 1500, SOME LATER RESTORATION AND 
REWEAVING 


4478 እ 126% in. (114 x 321 cm.) 


$100,000-150,000 £74,000-110,000 
€85,000-130,000 


The millefleurs design in tapestries evolved in circa 1450-1460, with 
one of the first fully developed examples to survive being the Armorial 
Tapestry of Philip the Good of Burgundy, woven in Brussels in circa 1466 
and now on display in the Bernisches Historisches Museum. A debate 
still continues today to determine the place or places of production of 
these sublime tapestries with millefleurs grounds: Arras, Tournai or 
Bruges. However, opinions align to acknowledge the poetic beauty that 
emanates from the work of these weavers where the figures seem to 
float in a sea of flowers. This lush and verdant type of tapestry remained 
popular until the middle of the 16th century. Compare the series of seven 
tapestries in the Cloisters, Metropolitan Museum of Art, New York, also 
with millefleurs background (37.80.1-6). 
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PROPERTY FROM A DISTINGUISHED PRIVATE COLLECTION 
7 


MASTER OF THE SAN BARTOLOMEO TRIPTYCH 
(ACTIVE URBINO, END OF THE 14TH CENTURY 
AND EARLY 15TH CENTURY) 

The Betrayal of Christ 


inscribed 'SPOR’ (center, on a banner) and 'SPQR' (upper right, on a flag) 
tempera and gold on panel 
7%x 9% in. (19 x 23.8 cm.) 


$100,000-150,000 £73,000-110,000 


€85,000-130,000 


PROVENANCE: 

Private collection, acquired in the 1970s, and by whom sold, 

Anonymous sale; Sotheby's, New York, 30 January 2014, lot 1, where 
acquired by the present owner. 





fig. 1 Master of The San Bartolomeo Triptych, The Madonna del latte with angels, 
Galleria Nazionale delle Marche, Urbino. 


Once called the Master of the Urbino Triptych, this rare Marchigian 
master was named after an altarpiece from the church of San Bartolo 
(or San Bartolomeo), Urbino, dating to 1408. The altarpiece, representing 
The Virgin of Humility with angels, was removed from the church in 1864 
and can now be found in the Galleria Nazionale delle Marche, Urbino (A. 
De Marchi, ‘Due ignoti pittori tardogotici a Urbino e a Rimini,’ Nuovi studi 
sulla pittura tardogotica. Intorno a Gentile da Fabriano, Livorno, 2007, p. 
133, fig. 1). Federico Zeri and Ferdinando Bologna were first to attempt 
a reconstruction of the anonymous painter’s oeuvre, linking the Urbino 
triptych with a processional banner dated 1406, similarly depicting The 
Virgin of Humility and also now in the Galleria Nazionale delle Marche 
(loc. cit.). Recognizing the importance of the relatively unknown artist 
as perhaps the most prolific painter in Urbino of the period, Andrea De 
Marchi renamed him the Master of the San Bartolomeo Triptych and, 
dedicating a lecture conference and article to him in 2007 (loc. cit.), 
further expanded the master’s body of work. 


Though the scale and horizontal format of this panel would initially 
indicate it belonged to a predella, its vertical grain suggest it more 
likely formed part of a closeable wing of a polyptych. The reverse of a 
predella would be hidden from the viewer and therefore would typically 
have a plain, rough surface, while the reverse of the present panel, 
which would be visible when the wings were closed, is prepared with 
a smooth, red gesso. 


The lateral panels and predella in the master’s eponymous triptych all 
bear a marked similarity to this Betrayal of Christ, each scene having 
a sense of anecdotal narrative. According to De Marchi, however, this 
panel significantly predates the triptych, dating to the last decades of 
the fourteenth century, making it one the master’s earliest known works. 
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ROMAN SCHOOL, C. 1275-1300 
Eight Scenes from the Life of Christ 


inscribed ‘AVE [MJARIA GRI. / PLENE ONE / TE CUM ‘(above the Angel 
of the Annunciation and the Virgin); 'NATIVI/ TAS TONI MR’ and JOSEP’ 
(upper center, to the left of the seated Joseph figure); 'ONI NP' and 
JOSEP" (upper left, above the leftmost figure in the scene); 'BATINUN 

[...] IUM IOI OAN' (upper center); 'CENA ]... MAF (upper center); ' NO 
POTESTIS / UNA ORA VIGILARE / ME CU. (on the rock between Christ 
and his disciples) 

tempera and gold on panel 

2134 x 31% in. (55.3 x 79 cm.) (8) 


$1,500,000-2,500,000 21100,000-1,800,000 


€1,300,000-2,100,000 


PROVENANCE: 

Charles Butler (1815-1911), Warren Wood and London. 

Charles Fairfax Murray (1848-1919), London. 

Robert Langton Douglas (1864-1951), Dublin. 

Adolphe Stoclet (1871-1949), Brussels, by 1923, by whom bequeathed to 
his daughter 

Raymonde Feron-Stoclet (1897-1963), until at least 1956, and by whom 
passed to her son 

Denis Lucien Emile Feron (1928-2015), Beerse, Belgium, by 1998. 

with Artemide S.A., Lugano, until July 2002, where acquired by the 
present owner. 


EXHIBITED: 

Paris, Musée Jacquemart-André, La collection Alana: Chefs-d'oeuvre de 
la peinture italienne, 13 September 2019-20 January 2020, no. 1 (cat. by 
A. Carelli). 


LITERATURE: 

Bautier, | primitivi italiani della collezione Stoclet a Bruxelles’, Cronache‏ م 
d'Arte, V,1927, p. 1, as Pisan School, circa1300.‏ 

R. van Marle, ‘Italian paintings of the Thirteenth Century in the collection 
of Monsieur Adolphe Stoclet in Brussels’, Pantheon, IV, 1929, pp. 318, 320. 
E. Sandberg Vavala, La croce dipinta italiana e l'iconografia della Passione, 
Rome, 1929, pp. 430,450. 

R. van Marle, Le scuole della pittura italiana, A. Buitoni, ed., |, The Hague, 
1932, p. 563. 

E.B. Garrison, Italian Romanesgue Panel Painting. An illustrated index, 
New York, 1949, p. 146, no. 382, as Umbro-Marchigian or Abruzzo 
School, 1315-1325. 

D. Lion-Goldschmidt, Collection Adolphe Stoclet, Brussels, 1956, pp. 15-21. 
L.C. Marquez, La peinture du Duecento en Italie centrale, Paris, 1987, pp. 
84, 208, 291-292, as Circle of Salerno di Coppa. 

A. Tartuferi, 'Un libro e alcune considerazione sulla pittura del Duecento 
in Italia centrale, Arte Cristiana, LXXVI, 1988, p. 442, as Umbro- 
Marchigian School. 

D. Rigaux, A table du Seigneur. L'Eucharistie chez les Primitifs Italiens 
1250-1497, Paris, 1989, p. 38. 

A. Tambini, ‘In margine alla pittura riminese del Trecento, Studi 
romagnoli, XLVII, 1996 (published 1999), pp. 448, 451-452, as Circle of 
Salerno di Coppa. 

M. Boskovits, ed., The Alana Collection: Italian paintings from the 13th 
to 15th century, Florence, 2009, pp. 176-182, no. 31, illustrated (cat. by 
A.Labriola). 
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fig. 1 The Magdalene Master and an Unknown Florentine Painter, Madonna and Child and Two Angels, with Twelve Scenes from the Passion, circa 1310, Timken Museum of 
Art, San Diego. 
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Dating between 1270 and 1300, this sublime painting of Scenes from 
the Life of Christ constitutes a precious and exceptionally rare example 
of thirteenth-century panel painting. While Tuscan examples from this 
period exist today in greater numbers, such panel paintings appear to 
have been in less demand in Rome, where frescoes were preferred, 
making the survival of this panel all the more extraordinary. 
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The panel would originally have formed part of a much larger, elongated 
dossal, with the present scenes forming the left side, perhaps with a 
Madonna and Childor Crucifixion at the center, flanked at right by eight 
further scenes, most likely from the Passion and Resurrection of Christ. 
À similar dossal with twelve Scenes from the Life of Christ surrounding a 
Madonna and Child, produced a little later than the present painting and 
by two Florentines, the Master of the Magdalen and Grifo di Tancredi, 
can be found in the Timken Museum of Art, San Diego, and gives an 
idea of what the present panel would have looked like when intact (fig. 
1). In 1949 Edward B. Garrison recognized a Dormition of the Virgin, at 
that time in a Roman private collection, as having formed part of the 
missing right-hand section of the present complex (loc. cit.). Garrison 
did not publish an image, however, and the Dormition has sadly not 
been identified or located since. The scenes in this Roman example are 
arranged in two rows of four and incisions in the preparatory ground 
and traces of color suggest that fine strips of wood originally divided 
the episodes one from the next. The left side of the panel has been 
cut slightly but at the right side a slender strip of black paint has been 
preserved which would at one time have outlined all eight scenes. 





The painted episodes are beautifully preserved and, despite their 
Byzantinesque style, have a lively quality of immediacy. À charming 
detail is the inclusion of inscriptions captioning each scene: AVE 
MARIA GRIATI]A PLENA D[OMIJN[V]S TECUMfor the Annunciation; 
NATIVITAS D[OMI]NI I[ESU]C[H]RI[STI] for the Nativity andAdoration 
of the Magi; TIEMPLUM?]D[OMI]NI N[OSTIR[I] 7 IOSEP[H] for the 
Presentation in the Temple; BA[P]TI[SM]V[S] DIOMI]NI NIOSTRI] /[N] 
FLVM[INE] /ORDANfor the Baptism; CENA D[OMI]N[I] N[OST]R/for 
the Last Supper; and NO[N] POTESTIS VNA ORA VIGILARE MECV[M] 
for the Agony in the Garden. The lettering in the two final scenes is 
now lost. As Ada Labriola notes, these inscriptions, along with the 
archaicizing iconography ‘suggests that the anonymous artist had a 
cultural background influenced by Byzantine art. (loc. cit., p. 178). She 
cites, among others, details such as the Virgin's side-lying position in the 
Nativityas evidence of Byzantine influence and compares her shrinking 
gesture in the Annunciationto that produced by an anonymous Byzantine 
illuminator in the mid-thirteenth century in the Monastery of lviron, 
Mount Athos (Cod. 5, fol. 222v). She also finds parallels in the white 
cloth winding through the pinnacles of the portico in the background 
of the Last Supper with similar elements in the illuminations of the 
Paleologian Gospels of the period produced in Constantinople (Gospelgr. 
54, Biblioteque Nationale, Paris). 


The painting's exact date and location of execution has been the subject 
of much scholarly debate since its first publication in 1927 by Pierre 
Bautier (/oc. cit.). Bautier considered it to be the work of a Pisan painter 
active around 1300 but, two years later, Robert van Marle countered that 
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fig. 2 Stoclet Palace, Brussels. 
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fig. 3 Gustav Klimt, Detail of The Stoclet Frieze, 1905-09 (tempera on cardboard), MAK (Austrian Museum of Applied Arts), Vienna. Photo © Bridgeman Images. 


the artist was in fact Roman (loc. cit.), an opinion more recently shared 
by Ada Labriola (2009) and Fabiana Carrelli (2019). Evelyn Sandberg 
Vavalà, who published the panel in 1929, did not venture an opinion on 
the artist's origin, but in 1949, Edward B. Garrison proposed the painter 
to have been Umbro-Marchigian or perhaps from the Abruzzi, and 
dated it a little later, between 1315 and 1325 (loc. cit.). In her catalogue 
of the Feron-Stoclet collection, Daisy Lion-Goldschmidt returned to the 
Roman classification and placed the panel once more in the thirteenth 
century (loc. cit.), as did Dominique Rigaux in 1989. IN 1987 Luis C. 
Marques specified a date of 1270-80 and considered the painter to have 
been Florentine, from the circle of Salerno di Coppo, a view shared by 
Anna Tambini (1996). Angelo Tartuferi disputed this hypothesis in 1988, 
however, aligning himself instead with the Umbro-Marchigian proposal 
made by Garrison, followed also by Pia Palladino (loc. cit.). 


At the time of the painting's first publication in 1927, it was in the 
renowned collection of the Belgian engineer and financier Adolphe 
Stoclet. Stoclet worked on the development of the European railroads 


and owned dozens of companies, including factories, banks and also 
mines in the Belgian colonies. He inherited a vast fortune upon the death 
of his father in 1904. In 1907 he commissioned the celebrated Viennese 
architect Josef Hoffmann to design a villa for him in Brussels. Given carte 
blanche and an unlimited budget, Hoffmann produced the lavish Stoclet 
Palace in Brussels (fig. 2) and entrusted the decoration of its interior to 
Fernand Khnopff and Gustav Klimt, whose exquisite, monumental mural 
remains intact in the palace's dining room (fig. 3). The central motif of 
the golden frieze is the stylized Tree of Life, with its sprawling branches 
peppered with symbolism inspired by the Ancient Egyptian, Classical 
and Byzantine works (such as the present painting) in Stoclet's own 
collection. Stoclet had amassed a sensational art collection comprising 
Medieval metalwork, enamels, Pre-Columbian and Asian works of art, 
Egyptian sculpture and Byzantine and late-Medieval Italian paintings. 
Among the most notable early Italian paintings owned by Stoclet is 
Duccio di Buoninsegna's Madonna and Child of circa 1290-1300, sold in 
these Rooms in 2004 and now in the Metropolitan Museum of Art, New 
York (fig. 4). 


fig. 4 Duccio di Buoninsegna, The Madonna and Child, Metropolitan Museum of Art, New York. 
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A WHITE MARBLE FIGURE DEPICTING 
JUSTICE 


ATTRIBUTED TO GIOVANNI BERTINI (FL. 1343-1351) AND PACIO 
BERTINI (FL.1325-1357), CIRCA 1340-1350 


49% in. (125.7 cm.) high 


$200,000-300,000 £150,000-220,000 


€170,000-250,000 


PROVENANCE: 

Stefano Bardini (1836-1922), Florence. 

Carlo de Carlo (1931-1999), Florence; sale, Semenzato Casa d'Aste, 
Florence, 15 December 2001, lot 7. 

Salander-O'Reilly Galleries, New York, until July 2004. 


LITERATURE: 

R. Causa, Precisazioni relative alla scultura del '300 a Napoli, Naples, 1950, 
pp. 67-72, 90-100. 

G. Chelazzi Dini, ‘Due sculture della bottega napoletana di Tino di 
Camaino, Scritti di storia dell'arte in onore di Silvie Beguin, Naples, 2011, 
pp. 35-46. 

G. Kreytenberg, Giovanni Bertini: Justice, Italian Sculpture from the Gothic 
to the Baroque, eds. A. Butterfield and A. Radcliffe, Salander-O'Reilly in 
association with Galleria | Cartiglio, New York, 2002, pp. 28-31. 





Giovanni Bertini (attributed to), 
Temperance, detail of Tomb of King 
Robert the Wise of Anjou Church of 
Santa Chiara, Naples 


Giovanni Bertini (attributed to), Prudence, 
detail of Tomb of King Robert the Wise of 
Anjou Church of Santa Chiara, Naples 


This elegant marble figure of Justice, identifiable by its attributes of 
sword and scales, was cautiously attributed to Giovanni Bertini by 
Giulietta Chelazzi Dini in 2001, based on its strong similarities to 
the Theological and Cardinal Virtues on the tomb of King Robert the 
Wise of Anjou in the church of Santa Chiara in Naples. The tomb of 
Robert of Anjou is the only work by the Florentine brothers Giovanni 
and Pacio Bertini that is securely documented. Despite being their 
only documented work, the prestige, scale, and complexity of this 
commission suggest that they must have been involved in other highly 
important sculptural commissions, and a number of other works have 
been attributed to them based on stylistic affinities with elements from 
this tomb. Shortly after King Robert's death in 1343, his niece Giovanna 
| commissioned the Bertinis to design and build the tomb. The relief 
figures on the front of the sarcophagus, the recumbent effigy of the king, 
the angels holding curtains, the enthroned king, and the gable relief 
have been attributed to Pacio. Other elements, such as the six Virtues 
that support the sarcophagus, and to which the present lot bears such a 
strong resemblance, have been attributed to Giovanni. 


The pose, the arrangement of the drapery, the facial features, the 
expression, and the hairstyle of the present lot are all extremely similar 
to elements in the Virtues from King Robert's tomb. These connections 
are especially evident when comparing the present lot with the figures 
of Temperance and Prudence on the tomb. All of the Virtues are shown 
standing, holding their attributes in front of them, with one hand above 
the other. Like the tomb figures of Temperance and Prudence, Justice 
wears a long, loose-fitting robe, gathered at the waist, with a scooped 
neckline and long sleeves. Justice and the Virtues from King Robert's 
tomb all have full, oval faces with little delineation of the bone structure 
beneath, and large, wide-set eyes with strongly defined upper lids. 


The Bertinis must have employed a very large workshop to complete 
the tomb of Robert of Anjou, as it contains an extraordinary number of 
figures and reliefs. Even if one assumes that the tomb’s most important 
elements were completed by the Bertini brothers themselves, rather than 
by members of their workshop, distinguishing between Giovanni's and 
Pacio's hands is impossible to do with full certainty. This task is further 
complicated by the significant damage the tomb sustained during World 
War Il. 


The presence of a console behind the head of Justice suggests that it 
once served as a supporting element for a sarcophagus in a wall tomb 
or a freestanding monument, where it almost certainly would have been 
accompanied by one or more of the other cardinal virtues. 


We are grateful to Dr. Andrew Butterfield and Jeanette Sisk for their 
significant contributions to this essay. 
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NETHERLANDISH SCHOOL, 
CIRCA 1520 
The Annunciation 


oil and gold on panel 
25x18% in.(63.5x 46.7 cm.) 


$100,000-150,000 £74,000-110,000 
€85,000-130,000 


PROVENANCE: 
Mr. and Mrs. W.C.H.M. Georgi, the grandfather of the present owner, and 
by descent. 


This colorful, devotional panel reflects a lost composition by Hugo van 
der Goes that was adapted by numerous painters and miniaturists 
throughout the Netherlands. Depicting one of the most popular themes 
of Renaissance painting, this particular Annunciation is set within a hybrid 
space that combines a church interior with contemporary domestic 
furnishings. The Virgin Mary is seated humbly on the floor before a 
simple wooden prayer bench. She has been interrupted while reciting 
her devotions by a magnificent Gabriel, who floats effortlessly into the 
room attired in a sumptuous gold-embroidered bishop's cope. The 
Archangel gazes downward while gesturing in salutation, his banderole 
announcing ‘Ave Maria, gratia plena, D[omin]us tecum / Hail Mary, Full 
of Grace, the Lord is with you. As a dove, symbolizing the Holy Spirit, 
descends from the heavens, the Virgin responds ‘Ecce ancilla domini, fiat 
michi secundum [verbum tuum] / Behold the handmaiden of the Lord, 
let it be to me according to your word. The ecclesiastical decorations, 
namely the columns with richly ornamented golden capitals and the 
geometric stone designs on the floor, are intended to underscore Mary's 
identification with the Church itself, following a pictorial tradition whose 
origins in Netherlandish painting lie with Jan van Eyck. The statuette of 
Moses holding the two tablets of the Ten Commandments that appears 
at upper left is likely intended to be read symbolically as a reference to 
the Old Covenant between God and Man, functioning as a counterpoint 
to the Annunciation, which for Christian believers is the start of a New 
Covenant under Grace. Due to the presence of the bed, the contemporary 
viewer would also have associated this space with a marriage chamber - 
the thalamus virginis- in which the Virgin Mary unites with Christ, her son 
and symbolic bridegroom as described in the Song of Solomon. The vase 
of lilies in the foreground also carries symbolic significance as a reflection 
of the Virgin's purity. 


Infrared reflectography of the present panel reveals extensive 
underdrawing. Executed in a dark, dry medium in a free and confident 
manner, these sketchy, preparatory designs suggest our Annunciation 
was created in Bruges. We are grateful to Till-Holger Borchert, Director 
of the Musea Brugge, Bruges, Belgium, for his advice in the preparation 
of this catalogue entry. 





11 
NETHERLANDISH SCHOOL, CIRCA 1520 


Landscape with Saint Christopher 


oil on panel 
221 አ 36% in. (56x93 cm.) 


$150,000-250,000 £110,000-180,000 


€130,000-210,000 


PROVENANCE: 
Private collection, France. 


This painting depicts the most commonly represented tale pertaining 
to Saint Christopher, as recounted in the Golden Legend. One day, while 
in the company of a Canaanite king, Christopher had the idea to find 
and serve ‘the greatest prince in the world. Before long he was seeking 
Christ, and during this quest encountered a hermit who instructed him in 
the Christian faith. In light of Christopher's imposing stature, the hermit 
recommended that he make it his duty to carry the poor and sick across 
a treacherous river, an act that would greatly please Christ. After many 
days of performing this task, Christopher heard a child calling him from 
the riverbank; as he carried him across, the boy grew heavier and the 





fig. 1 Joachim Patinir, Landscape with St. Christopher, circa 1522, El Escorial, 
Real Monasterio de San Lorenzo. 


water rougher with every step. Once they had made it safely across, the 
child revealed himself to be Christ, saying to Christopher: ‘You were not 
only carrying the whole world, you had him who created the world upon 
your shoulders!' 


Thesubjectof Saint Christopher carrying Christ offered sixteenth-century 
Netherlandish artists an opportunity to create sweeping, mysterious 
vistas now referred to as weltlandschaften('world landscapes’). Here, the 
view includes hazy mountains looming over a fortified city that opens 
onto a busy port populated by numerous ships. One is even shown in 
the process of being built on the coastline to the right, a detail attesting 
to the importance of trading by water to the Netherlands. Towering over 
the landscape, Saint Christopher, his face revealing the seriousness and 
difficulty of his mission, gazes steadfastly ahead while Christ performs a 
blessing gesture with his right hand and carries a crystal orb surmounted 
by a gold cross in his left. The figures’ unity is enhanced by the similarity 
of their attire, particularly their red drapery of which the agitated 
fluttering introduces a note of drama to the painting's otherwise serene 
atmosphere. At left, the elderly hermit approaches the edge of the shore, 
illuminating Christ's and Christopher's way by means of a lantern, a motif 
ubiquitous in Northern representations of the scene, particularly in prints 
and stained glass. Several elements in the present composition recall 
Joachim Patinir's handling of the subject from circa1522 (fig. 1; Monastery 
of San Lorenzo de El Escorial, Madrid), including the horizontal format 
(which emphasizes the story's narrative progression), the vast panorama, 
the presence of the hermit at left and the still-life detail of the blades 
of grass by the water among which blooms a white lily symbolizing the 
Holy Trinity. 
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LUCAS CRANACH | 
(KRONACH 1472-1553 WEIMAR) 
The Resurrection 


signed with the serpent device and dated '1530' (center, on the side ofthe 
stone slab) 

oil on panel 

219% x 15% in. (54.2 x 38.3 cm.) 


$800,000-1,200,000 £590,000-880,000 


€680,000-1,000,000 





Fig. 1 Detail of the signature on the present lot. 


PROVENANCE: 

with Rudolf Weigel, Leipzig. 

(Possibly) Hofrath Keil, Leipzig. 

Raphael Eisenmann (c. 1821-?), Berlin, and by descent to 

Margarete Eisenmann (1868-1942), Berlin, by whom sold under duress to 
the Reichskanzlei, Berlin, as partial payment of discriminatory taxes, after 
November 1938. 

H. W. Lange; Sotheby's, London, 23 March 1949, lot 102 (£700 to Drown). 
with Hugo Perls, New York. 

with Knoedler, New York, acquired from the above, 5 May 1954 (inv. no. 
A5708) and jointly owned with Rudolf Heinemann, New York. 

with Rudolf Heinemann, New York, acquired from the above, 28 
November 1968, from whom acquired by 

Eugene Thaw (1927-2018), New York. 


Please note that the present work is being offered for sale pursuant 
to a settlement agreement between the current owner and the heir of 
Margarete Eisenmann. The settlement agreement resolves the dispute 
over ownership of the work and title will pass to the successful bidder. 


LITERATURE: 

C. Schuchardt, Lucas Cranach des Aeltern: Leben und Werke, ۱۱, Leipzig, 
1851, p. 89, no. 342, where the dimensions are given as '2 FuB hoch und | 
Fuß 6 Zoll breit. 

M.J. Friedlander and J. Rosenberg, Die Gemalde von Lucas Cranach, 
Berlin, 1932, p. 63, no. 179b, where the dimensions are given 0 
x 0,55 m. 

M.J. Friedländer and J. Rosenberg, The Paintings of Lucas Cranach, 
Ithaca, 1978, p. 112, no. 217E, where the dimensions are given as ‘70 x 55 
cm (271/2x 21 3/4 inches). 
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Executed on an intimate scale in 1530, when Lucas Cranach was well- 
established at the court of the Elector of Saxony in Wittenberg, this panel 
represents Christ's Resurrection, the climax of the Crucifixion narrative. 
Cranach portrays this critical event with intense drama: beneath the 
stone slab on which the newly risen Christ stands in triumph, a jumble of 
sleeping soldiers appear as if scattered by the explosive impact of Jesus's 
return to the living world. Notably, the moment of Christ's reappearance 
is not specifically described in the Gospels. Instead, they only recount the 
events directly preceding and following it. After the Crucifixion, Joseph 
of Arimathea, assisted by Nicodemus, brought Jesus's body to his own, 
unused tomb, which had been carved into a rock, and sealed the entrance 
with a large stone slab. As relayed in the Gospel of Matthew (28:1-9), when 
dawn broke on Sunday morning, the third day following Jesus's death, 
the Virgin and 'the other Mary' went to the tomb, 'And behold, there was 
a great earthguake, for an angel of the Lord descended from heaven and 
came and rolled back the stone and sat on it.’ While the guards trembled 
in fear, the angel directed the holy women to return to Galilee, for Christ 
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fig. 1 Albrecht Dürer, The Resurrection from 
the Small Passion series, woodcut, c. 1510. 


had risen and was no longer there. Lacking a primary source to guide 
them, it accordingly fell to artists to develop their own imagery for the 
Resurrection, which began to appear in the late Middle Ages. 


The closest model for Cranach's treatment of the theme, as Dieter 
Koepplin has observed, was Albrecht Dürer's celebrated woodcut 
from his Small Passion series of circa 1510 (fig.1; D. Koepplin, ‘Das 
Sonnengestirn der Donaumeister: Zur Herkunft und Bedeutung eines 
Leitmotivs', in K. Holter and O. Wutzel, eds., Werden und Wandlung. 
Studien zur Kunst der Donauschule, Linz, 1967, pp. 78-114). Of particular 
importance for Cranach here was Dürer's inclusion of the rising sun, 
whose beams radiate across the sky from upper left. Cranach borrows 
this pictorial device and makes it his own, with a series of horizontal 
strips of color progressing from yellow to deep red in a linear pattern 
reminiscent of those seen in woodcuts. Also likely inspired by Dürer's 
print is the inclusion of the three minute figures at the end of the winding 
path leading from the city. These are Mary Magdalene, Mary of Clopas 


fig. 2 Infrared reflectogram of the present lot. 


and Mary Salome, who according to the Gospels of Mark (16:1-6) and 
Luke (24:1-6) went early on Sunday morning to Christ's tomb with spices 
and ointments, only to find the Sepulcher empty. 


Infrared reflectography does not reveal any significant changes in the 
composition (fig. 2). The figures of Christ and the soldiers appear to have 
been established with fluid lines corresponding mostly to volumes rather 
than contours. More precise lines were used to draw the facial features and 
architectural details of the cityscape. 


À member of the so-called Danube School during his formative years, 
Cranach, along with Albrecht Altdorfer and Wolfgang Huber, developed a 
novel approach to landscape painting. Instead of creating purely naturalistic 
renditions, these artists sought to emphasize nature's mystery and 
inherent expressive possibilities. More than serving merely as attractive 
backgrounds, dense forests and craggy mountains often take center stage 
and heighten the narrative impact of their compositions. Here, Cranach's 





reverence for the natural world is evidenced by the dense foliage that 
springs up behind Christ, almost doubling as a halo. Additional patches 
of dark green leaves cling to and sprout from the cracks of the tomb's 
irregular stone wall, creating tension between civilization and nature. 


Lucas Cranach and his workshop addressed the theme of the Resurrection 
on numerous occasions. Often, these images incorporate portraits of 
patrons or other narrative elements—works exclusively dedicated to the 
subject are rarer. In addition to Cranach's widely-circulated Resurrection 
woodcut of circa 1509, the subject appears in the central panel of the 
Portable Altarpiece made for Landgrave Wilhelm II. of Hesse and Anna 
of Mecklenburg around 1509 (Gemäldegalerie Alte Meister, Kassel). 
Although the present work is slightly larger than the Kassel panel, it is 
certainly plausible that it too once formed the central panel of a triptych. 


We are grateful to Dr. Dieter Koepplin for endorsing the attribution to 
Lucas Cranach | on the basis of firsthand inspection (7 July 2018). 
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LUCAS GASSEL 

(DEURNE 6.1480 1563/9 BRUSSELS) 
AND WORKSHOP 

The Flight into Egypt 


oil on panel 
2734x 35% in. (70.5 x 91 cm.) 


$180,000-220,000 £140,000-160,000 


€160,000-190,000 


PROVENANCE: 

Anonymous sale; Frederik Muller, Amsterdam, 28 November 1916, lot 15, 
as Joachim Patinir. 

(Probably) Anonymous sale; Sotheby Mak van Waay, Amsterdam, 29 
April 1985, lot 97, as Attributed to Lucas Gassel. 

Anonymous sale; Glerum, The Hague, 9 November 1992, lot 44, as Lucas 
Gassel (of zijn directe omgeving; werkzaam rond 1560)’. 

Private collection, France. 


EXHIBITED: 
Helmond, Museum Helmond, Lucas Gassel van Helmond: Meester van het 
landschap, 10 March-30 August 2020, no. 18. 


LITERATURE: 
J.H. Kraan, Lucas Gassel: Een stilistische en ikonografische beschouwing 
van zijn werk, Ph.D. dissertation,1979, p. 70, no. Vila. 


The present painting is a version of Lucas Gassel's Flight into Egypt from 
1542, which is on loan from the Rijksdienst voor het Cultureel Erfgoed 
to the Bonnefantenmuseum, Maastricht. The composition must have 
enjoyed particular success in the sixteenth century, for it is one of three 
known versions on panels of roughly identical size. No other painting 
by Gassel survives in more than one variant at scale. A second example 
in a poorer state of preservation and likewise given to Gassel and his 
workshop is today in the Museo de Bellas Artes de Asturias, Oviedo 


(see Helmond, op. cit.,no. 19), while a third version, presumed to be by a 
different hand on account of its coloring and execution, is in the Koninklijk 
Museum voor Schone Kunsten, Antwerp. None of these versions should 
be considered one-to-one copies of the painting in Maastricht. In its 
current state, the panel in Maastricht is missing the grazing cows that 
appear in the left middle ground of each of the other three versions, 
though it is not clear whether that is due to poor retouching of old losses. 
Further changes to details like the inclination of the Virgin's head and the 
prominence accorded to the castle at upper left, which rises far above the 
horizon line in the present painting, are also evident. 


Comparatively little is known of Lucas Gassel's life. He was probably 
born in Deurne, a well-to-do municipality immediately east of Antwerp, 
to the painter Jan Thonisz. van Gassel. The younger Gassel's work 
belonged to the same tradition as Joachim Patinir, to whom this painting 
was attributed in the early twentieth century, and Herri met de Bles. In 
his biography of the artist, Karel van Mander noted that Gassel was a 
talented painter of landscapes in oil and watercolor but that ‘hy wrocht 
niet veel’ (‘he did not work much’), a point that is seemingly confirmed 
by the rarity of his works today (see K. van Mander, Het Schilder-boeck, 
Haarlem, 1604, fol. 220r). Gassel probably moved to Helmond in or 
around 1508 but had almost assuredly departed for Antwerp by 1512. 
While he seems to have left Antwerp for Brussels around 1520, he 
must have maintained close contacts with the city. As late as 1562 he 
is recorded as having collected a debt for Marcellus Coffermans there. 
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SIR ANTHONY VAN DYCK 
(ANTWERP 1599-1641 LONDON) 
Saint Francis of Assisi at the foot ofthe Cross 


oil on canvas, a fragment 
21x16 in. (53.4 x 40.7 cm.) 


$40,000-60,000 £30,000-44,000 


€34,000-51,000 


PROVENANCE: 

(Probably) The artist's brother, Theodoor van Dyck (c.1596-1650), Pastor 
of Minderhout. 

(Possibly) Jan-Baptista Anthoine (d. 1691), knight and postmaster of 
Antwerp, and by descent to his daughter. 

Mrs. Brown, Edinburgh, by December 1904. 

Private collection, Germany, until recently. 





fig. 1 Follower of Sir Anthony van Dyck, Saint Francis lamenting at the foot of the 
Cross, Rijksmuseum, Amsterdam. 


This fragmentary painting of Saint Francis meditating quietly on the 
wounds of Christ is what remains of a large composition which was 
previously known only through a copy, partially in reverse, in the 
Rijksmuseum, Amsterdam (fig. 1). At the time of the 2004 catalogue 
raisonne, Horst Vey plausibly associated the then-lost composition with 
the painting described as ‘Een Principael van myn broeder te weten S. 
Franciscus aen de voeten vant'Cruys Christi’ (‘An original by my brother, 
to wit, St. Francis at the feet of Christ on the Cross’) in the collection of 
the artist's brother, Theodoor van Dyck, Pastor of Minderhout (S.J. Barnes 
et al., Van Dyck: A Complete Catalogue of the Paintings, New Haven and 
London, 2004, .م‎ 401, no. IILA6). A painting of similar description is 
subsequently recorded in the estate inventory of Jan-Baptista Anthoine 
in Antwerp. Anthoine was an especially astute Antwerp collector in 
the second half of the seventeenth century, having assembled, among 
others, no fewer than twenty paintings by Adriaen Brouwer (the bulk of 
which likely came from the seventeen previously owned by Sir Peter Paul 
Rubens), a number of further works by van Dyck and a family portrait by 
Gonzales Coques (Royal Collection Trust). 


In contrast to a painting of similar subject by his master Rubens 
(Liechtenstein, The Princely Collections), here van Dyck does not focus 
on the drama of the scene but instead imbues his saint with a meditative 
expression as he quietly contemplates Christ’s wounds. While Vey 
suggested the copy in Amsterdam was possibly ‘a more or less adequate 
reproduction of this lost painting’ (loc. cit), the reemergence of the 
present painting suggests that the Amsterdam painting diverges from 
the original, notably in the fact that Francis appears on the opposite 
side of the cross. While this change can partially be explained if the 
anonymous early copyist based the Amsterdam painting on a print 
by Pieter de Bailliu (see A. von Wurzbach, Niederlandisches Künstler- 
Lexikon, |, p. 468, no. 16), it is not wholly satisfactory. In both the copy in 
Amsterdam and the present painting, Christ's feet are shown in the same 
orientation, right foot over left. The evident quality in the modeling of the 
saint's face in this painting - notably the deftly applied touch of white in 
his eye - leaves little doubt that it is van Dyck’s lost original. 


We are grateful to Dr. Christopher Brown for endorsing the attribution on 
the basis of photographs. 
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CLARA PEETERS 
(ANTWERP ?1589-AF TER 1657) 


A basket of red and green grapes, a goldfinch, game anda 
squirrel on a wooden table 


signed 'CLARA P (lower left) 
oil on panel 
20 x 29% in. (50.8 x 74.6 cm.) 


$150,000-250,000 £110,000-180,000 


€130,000-210,000 


PROVENANCE: 
with Galerie de Jonckheere, Paris, where acquired by the present owner 
in 1998. 


Clara Peeters was among the earliest and most original still life painters 
in the seventeenth-century Lowlands. Her earliest painting dates to within 
six years of the first known food and flower still life paintings in northern 
Europe. Likewise, she was among the first group of artists to treat fish and 
game subjects and may have inaugurated the tradition of self-advertising 
by discreetly including her portrait reflected in the displayed objects (P. 
Hibbs Decoteau, Clara Peeters, 1594-ca. 1640, and the Development of 
Still-Life Painting in Northern Europe, Lingen, 1992, p. 7). 


Despite her import to the development of northern still life painting, 
biographical details remain scarce and fewer than forty signed paintings 
are known today. Her place and date of birth are unknown, but she was 
certainly active in Antwerp by 1607, the year of her earliest dated painting 
(private collection). Perhaps on account of the limitations placed on her 
as a female artist, she appears to have been almost exclusively engaged 
in the production of still lifes, works for which she enjoyed a degree of 
international acclaim. Documents indicate that, in her lifetime, Peeters 
works were to be found in eminent collections as far afield as Rotterdam 
(1627), Amsterdam (1635) and Madrid (1637). No dated paintings are 
known by her after 1621, the year in which she may have given up painting. 


Like many of her contemporaries, Peeters’ still lifes exhibit a gradual 
transition from the birds-eye view seen in her earliest paintings to a 


more head-on perspective in those painted in the years leading up 
to 1620. The elevated vantage point of this painting is consistent 
with Peeters’ earliest dated works from 1607 and 1608 (both private 
collection), but the overlapping game - a wild duck, a woodcock, a 
partridge, a thrush, bullfinches and a rabbit - creates a more complex 
compositional arrangement, suggesting it postdates these paintings 
by a few years. Peeters included the squirrel in the upper right 
background in at least two additional paintings, both of which are 
datable to circa1612-15 on stylistic grounds (Palazzo Pitti, Florence 
and Koller, Zurich, 14-17 September 2010, lot 3036). On account of 
its elevated vantage point, the present painting likely dates to a few 
years earlier. 


Peeters’ compositions were deeply influenced by those of her Antwerp 
contemporary Frans Snyders, the most successful animal painter in 
Antwerp in the first half of the seventeenth century. Squirrels first 
appear in Snyders’ work around 1610-12 (see, for example, H. Robels, 
Frans Snyders: Stilleben- und Tiermaler, 1579-1657, Munich, 1989, 
pp. 246-247, no. 98, illustrated), around the time Peeters executed 
the present painting. As is typical of their disparate approach to the 
depiction of live animals, Snyders’ squirrels stealthily swipe nuts 
or fruit from a bowl or basket, while Peeters’ have a staid, almost 
statuesque appearance. 
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DIRCK VAN BABUREN 

(WIJK BIJ DUURSTEDE, NEAR UTRECHT 
1892/8624 UTRECHTI) 

Christ Driving the Money Changers from the Temple 


oil on canvas 
68% x 86% in. 


$1,000,000-1,500,000 £740,000-1,100,000 


€850,000-1,300,000 


PROVENANCE: 

(Possibly) Manzitti collection, Genoa. 

Anonymous sale; Christie's, Rome, 7 April 1987, lot 130, as Nicolas 
Tournier. 

Art market, Spoleto, 1987. 

Private collection, Turin, where acquired by the present owner. 


LITERATURE: 

M. Bonzi, 'Un quadro del Palazzo Mari’, [7], 30 April 1934, p. 1, illustrated, 
as possibly by Valentin de Boulogne (according to Franits 2013). 

B. Nicolson, Caravaggism in Europe, Turin, 1989, 2nd ed. revised and 
enlarged by L. Vertova, |, p. 93; III, fig. 1029, as ‘Caravaggesque Unknown, 
South Netherlandish (between Rombouts and Baburen)’. 

L.J. Slatkes, 'Bringing Ter Brugghen and Baburen Up-To-Date', Bulletin du 
Musée National de Varsovie, XXXVII, 1996, pp. 204-205, note 29. 

N. Hartje, Bartolomeo Manfredi (1582-1622): Ein Nachfolger Caravaggios 
und seine europäische Wirkung: Monographie und Werkverzeichnis, 
Weimar, 2004, p.153, note 582. 

L.J. Slatkes and W. Franits, The Paintings of Hendrick ter Brugghen (1588- 
1629), Philadelphia, 2007, p.165, under no. A53. 

W. Franits, The Paintings of Dirck van Baburen, ca. 1592/93-1624: 
Catalogue Raisonné, Philadelphia, 2013, pp. 95-96, 276, no. A5, plate 5. 

G. Capitelli, Dutch Caravaggists in Rome’, in Caravaggio and the Painters 


of the North, exhibition catalogue, Madrid, 2016, p. 37, as possibly a 
‘mélange’ drawn from the oeuvre of Baburen and Ribera. 

Utrecht, Caravaggism and Europe, B. Ebert and L.M. Helmus, eds., 
exhibition catalogue, Utrecht and Munich, 2018-2019, p.184. 


Though Dutch by birth, Dirck van Baburen spent the majority of his short 
but productive career south of the Alps. He is recorded as a pupil of the 
Utrecht portrait and history painter Paulus Moreelse in 1611 and likely 
departed for Italy shortly thereafter. While it is not known if he arrived in 
Italy around 1612/13 or a year later, he was certainly resident in Parma by 
1615, as attested by documentary evidence relating to a signed and dated 
altarpiece depicting the Martyrdom of Saint Sebastian (lost) from that 
year. Later that year he settled in Rome, where he would curry the favor 
of patrons like Vincenzo Giustiniani and Cardinal Scipione Borghese, and 
began a collaboration with the Amsterdam-born artist David de Haen for 
the decoration of the Pieta Chapel of San Pietro in Montorio, Rome. The 
two artists were evidently close, for in 1619 and the spring of 1620 they 
were recorded as living together in the Roman parish of Sant’ Andrea 
delle Fratte. 


fig. 1 Michelangelo Merisi da Caravaggio, The Martyrdom of Saint Matthew, 
San Luigi dei Francesi, Rome. 


It is not altogether clear when van Baburen returned to his native Utrecht, 
though all evidence suggests he probably left Italy at some point in the 
summer of 1620. The style and cool colors of the artist's Youth playing a 
small whistle of 1621 (Centraal Museum, Utrecht) strongly suggest it was 
painted in Utrecht; moreover, the inquiry following de Haen's death in 
the Palazzo Giustiniani in Rome in August 1622 made no mention of his 
compatriot and former roommate. Upon his return to his native Utrecht, 
van Baburen rapidly became one of the most influential members of 
the so-called Utrecht Caravaggisti, though his brilliant career was 
prematurely cut short by his untimely death in late February 1624. 


Seldom encountered in works of art before the Counter-Reformation, 
the biblical drama in which Christ drove the money changers from the 
temple gained increased currency in post-Tridentine Europe. The story, 
recounted at the end of each of the Synoptic Gospels (Matthew 21:12- 
17; Mark 11:15-19; and Luke 19:45-48) and the beginning of the Gospel 
of John (John 2:13-16), relays how Christ, who had recently arrived in 
Jerusalem to celebrate Passover, went to the temple and cast out those 
who were engaging in commercial activity. Having made a ‘scourge of 
small cords’, he ‘overthrew the tables of the money-changers, and the 
seats of them that sold doves’. His point to the merchants was clear: ‘My 
house shall be called the house of prayer; but ye have made it a den of 
thieves’ (Matthew 21:11-13 and John 2:14-16). 


This dramatic confrontation between Christ and the sinning masses 
proved enduringly popular with Caravaggio's followers in the early 
decades of the seventeenth century, having been treated by, among 
others, the Italians Bartolomeo Manfredi and the anonymous Cecco del 
Caravaggio; the Frenchman Valentin de Boulogne, who painted it on at 
least three occasions; and the northerners Matthias Stom and Dirck 
van Baburen. As Annick Lemoine pointed out in her recent entry on 


fig. 2 Bartolomeo Manfredi, Christ Driving the Money Changers from the Temple, Musée des Beaux- 
Arts, Libourne. 


Valentin's earliest depiction of this subject, the starting point for many 
of these compositions was Caravaggio's Martyrdom of Saint Matthew in 
San Luigi dei Francesi, Rome (fig. 1; see A. Lemoine in A. Lemoine and 
K. Christiansen, Valentin de Boulogne: Beyond Caravaggio, exhibition 
catalogue, New York and Paris, 2016-2017, p. 126, no. 17). 


This powerful composition is a relatively recent addition to van Baburen's 
corpus and one of only half a dozen paintings from the artist's Italian 
period in private hands. When the painting came to public attention in 
1987, it bore an attribution to the French Caravaggesque painter Nicolas 
Tournier. Less than a decade later Leonard J. Slatkes, the eminent scholar 
of Dutch Caravaggism, recognized in it the hand of van Baburen, dating 
it to circal617-18 (loc. cit.). Slatkes further associated this painting with 
Manfredi's painting of the same subject (fig. 2; Musée des Beaux-Arts, 
Libourne). The date of Manfredi's painting has been the source of some 
debate. Nicole Hartje proposed a comparatively early date of circa 
1610-12 (op. cit., p. 135-137, 304-308, no. 8), while Rossella Vodret more 
recently proposed a somewhat later dating of circa 1616-17 (R. Vodret, 
‘Bartolomeo Manfredi (Ostiano 1582-Roma 1622), in | Caravaggeschi; 
percorsi e protagonisti, A. Zuccari, ed., II, Milan, 2010, p. 525). In any event, 
Manfredi's painting was presumably well on its way, if not completed, by 
the time van Baburen set brush to canvas. 


On account of the Italian biographer Giovanni Pietro Bellori, we know 
something about the early provenance of Manfredi's painting. In 1672, 
Bellori recorded having seen the work in the Palazzo Verospi (G.P. Bellori, 
Le vite de’pittori scultori e architetti moderni, |, ed. E. Borea, Torino, 2009, 
p. 234). The painting had probably been acquired several decades earlier 
by Cardinal Fabrizio Verospi (1571-1639), who had it installed in his palace, 
which was located on the Via del Corso, only about three blocks from that 
of van Baburen's patron, the Spanish diplomat Pietro Cussida (d. 1622). 
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fig. 3 Valentin de Boulogne, Christ Driving the Money Changers from the Temple, Galleria Nazionale d'Arte Antica, Palazzo Barberini, Rome. 


In light of the geographic proximity of Manfredi's painting, it would seem 
all but assured that the young Dutch artist closely studied the Italian 
painter's work. He may even have personally known Manfredi, who was 
resident in the same Roman parish as van Baburen from at least 1619. 
Manfredi's continued influence on van Baburen can likewise be seen 
in the Dutch painter’s two depictions of Christ Crowned with Thorns, 
datable to circa 1621-22 (Catharijneconvent, Utrecht and Nelson-Atkins 
Museum of Art, Kansas City), which also show a clear debt to Manfredi's 
interpretation of Caravaggio's style and subject matter. In the present 
painting, van Baburen has adapted Manfredi's basic compositional 
schema and light effects. As in Manfredi's painting, Christ stands at left 
dressed in a crimson red shirt and blue mantle while the money changers 
recoil around a table at right, vainly attempting to avoid his wrath. While 
the disposition of the figures around the table differs slightly in the two 
works, both include the biblical detail of the woman with a basket of 
birds atop her head, visible at far right. However, van Baburen created 
a heightened sense of animation by torqueing the figure of Christ, who 
wields his lash with increased fury, and adding the disheveled male 
figure, who almost jumps out of his clothes as he flees the scene. 


Valentin’s earliest depiction of this subject further attests to the rich 
artistic dialogue then taking place among Caravaggio's diverse group 
of followers in Rome (fig. 3; Galleria Nazionale d'Arte Antica, Palazzo 
Barberini, Rome). Traditionally dated to circa 1618 or a few years later, the 
painting suggests an awareness not only of Manfredi's composition but, 
in all likelihood, van Baburen's as well (for the dating of the painting, see 
M. Mojana, Valentin de Boulogne, Milan, 1989, pp. 68-69, no. 8, where 
dated to circa 1618; see also A. Lemoine, ibid., who proposed a slightly 
later date of circa 1618-22). Valentin’s Christ, like that of the Dutch 
master, conveys a stronger sense of dynamic movement than is evident 
in the Italian painter’s work. Moreover, the Frenchman, like van Baburen, 
depicts the woman with a basket of birds frontally, as if she's looking out 
at the painting's viewer, while she appears in profile in Manfredi's work. 
So close is Valentin's painting to van Baburen's that in the first half of the 
twentieth century Mario Bonzi attributed the present painting to Velentin 
(loc. cit.). 
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HENDRICK MARTENSZ. SORGH 
(ROTTERDAM 1609-1670) 
A kitchen interior with peasants carousing 


signed 'HM Sorgh' (HM linked, lower center, on the step) 
oil on canvas 
40% x 51.18 in. (102.2 x 129.6 cm.) 


$60,000-80,000 £44,000-58,000 
€51,000-68,000 


PROVENANCE: 
Private collection, Northern Europe, until recently, where acquired by the 
present owner. 


Hendrick Martensz. Sorgh was the son of a market bargeman who was 
given the nickname ‘de Sorch' (‘the careful’) on account of the way he 
handled cargo. Hendrick followed in his father’s footsteps and held the 
post of skipper of the packet boat for the Rotterdam-Dordrecht line from 
1638 until his death. While Arnold Houbraken claimed that Sorgh studied 
with David Teniers Il in Antwerp and Willem Buytewech in Rotterdam, no 
documentary evidence to support the claim is known. Sorgh's preferred 
compositions of peasant interiors painted in predominantly earth tones 
do, however, suggest the influence of Teniers as well as Adriaen 
Brouwer. Such scenes would become the stock-in-trade for a number 
of Rotterdam painters, including Cornelis Saftleven, Pieter Jacobsz. 
Duyfhuysen and Pieter de Bloot. 


As is often the case for Teniers’ own interiors, here Sorgh divides the 
composition into two zones, with the stairs and vertical beam serving 
to bifurcate the foreground still life elements from the people carousing 
around the table in the background. There is a certain tension between 
the humble figures in the background and the bountiful spread in the 
painting's foreground. Much like the painting's viewer, the respectable 
burgher gesticulating through the half-open door seems to try to make 
sense of the scene before him. 
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ABRAHAM JANSSENS 
(ANTWERP C. 1575-1632) AND STUDIO 


Allegories of the Four Seasons 


oil on panel, with the original gessoed reverses, one with the panel 
maker's mark of Michiel Vrient(?) (active 1615-1637) on the reverse 
25% x 19% in. (64.3 x 49.3 cm.) 

a set of four 


$300,000-500,000 £220,000-360,000 


€260,000-420,000 


PROVENANCE: 
Anonymous sale; Servarts, Brussels, 12-13 November 1998, lot 499, as 
After Abraham Janssens, where acquired by the present owner. 


EXHIBITED: 

Vienna, Kunsthistorisches Museum and Zurich, Kunsthaus Zurich, 
Winter Marchen: Winter-Darstellungen in der europaischen Kunst von 
Bruegel bis Beuys, 18 October 2011-29 April 2012, no. 43. 


LITERATURE: 
E. van Straaten, Koud tot het bot: de verbeelding van het winter in de 
zestiende en zeventiende eeuw in de Nederlanden, The Hague, 1977, p. 66. 





The iconography of the Four Seasons ultimately derives from the medieval 
manuscript tradition, notably from Books of Hours that were introduced 
by a calendar which listed the relevant liturgical feasts for each month 
and included images depicting activities associated with a given time 
of year. In sixteenth-century Flanders, artists like Pieter Bruegel the 
Elder first explored the narrative possibilities of seasonal change in 
paintings like his seminal cycle of the Months painted for the home of 
his patron Nicolaes Jongelinck (now Kunsthistorisches Museum, Vienna; 
Metropolitan Museum, New York; and Lobkowicz collection, Prague). 
By the early seventeenth century a large number of artists, among them 
Sebastian Vrancx, David Teniers and Pieter Brueghel II, produced such 
series to satisfy contemporary market demand for these works. 


In this cycle, each painting includes three female figures, each of whom 
personifies a specific month indicated by the zodiac signs above their 
heads following the recommendations laid out by Cesare Ripa in his 
Iconologia (1593). The tradition of including astrological signs within 
cycles of the months can likewise be seen in contemporary prints like 
those by Pieter Stevens, Jan van de Velde II and Crispijn de Passe. Each 
figure is engaged in an activity or incorporates motifs and details that 
signal the various times of year. In Spring, three young girls in floral 
crowns churn milk into butter. Springtime was when pastures grew 
most rapidly and cows produced the most milk. Without a means of 





refrigeration, excess milk needed to be converted to butter or cheese as 
a means of preservation. Artichokes and asparagus, both harvested in 
early spring, are also visible at lower left. In summer, two of the women 
wear headdresses formed by sheaves of wheat and one holds a wooden 
hoe, both references to the grain harvest. The group is surrounded by 
melons, cherries and other produce that ripens in the summer's heat. 
The more aged figures in Autumn present to the viewer a cornucopia, 
bunch of grapes and dead bird, the last of which was a common feature 
of depictions of Autumn in the Lowlands (see, for example, Adriaen van 
de Venne's engraving for ‘Moeder’ (Autumn) in Jacob Cats’ Houwelick 
of 1625). Finally, Winter prominently includes waffles - a favored treat 
on Shrove Tuesday that used up fat, eggs and dairy before the start of 
Lent on Ash Wednesday - mulled wine and pork. In calendar cycles of 
the fifteenth and sixteenth centuries, November and December were 
associated with the slaughter of pigs. The meat was then cut into pieces 
and brined to be consumed throughout the winter. 


Janssens layered his allegorical representations of the Seasons with at 
least two further references, which would have been readily understood by 
contemporary viewers. As the seasons progress temporally from Spring to 
Winter, Janssens’ female figures take on a more aged appearance. In the 
early modern era, the life cycle was popularly represented according to the 
Lebenstreppe (literally, ‘steps of life’), which show the stages of life from 


childhood to old age. The temporal nature of the calendar year provided 
the ideal framework through which to represent this visually: Spring 
(childhood/adolescence), Summer (young adulthood/fecundity), Autumn 
(maturity) and Winter (old age). Moreover, in at least three of the four 
images, Janssens alludes to the Roman gods and goddesses associated 
with the seasons. In Spring, the figure at right, crowned with a fanciful 
floral arrangement and holding a floral wreath in her hand, personifies 
Proserpina, goddess of Spring. In Summer, the woman at left holds a 
torch, an attribute of Ceres, goddess of agriculture, while in Autumn the 
muscular female figure at left wears a crown of grape leaves, emblematic 
of Bacchus, god of wine and an embodiment of Autumn. 


Several further versions of these compositions are known, including a set 
traditionally assumed to be the prime versions and datable to circa 1618 
that were recorded in the Golenitchov-Gutusov collection in St. Petersburg 
in 1917. Largescale canvases depicting Spring and Winter and variously 
attributed to Janssens or his studio have also appeared on the market in 
recent years (for Spring, see Christie's, London, 4 July 2012, lot 139; for 
Winter, see Sotheby's, London, 16 April 1980, lot 52), while another version 
of Summer was formerly in the Count de la Feld collection, where it was 
erroneously attributed to Jacob Jordaens (sold Robinson, Fisher & Harding, 
London, 23 July 1925). A drawing of Spring, thought to be a copy after the 
painted composition, is in The Courtauld Gallery, London. 
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AN ITALIAN MARBLE RELIEF PORTRAIT OF 
DUKE COSIMO | DE MEDICI 


ATTRIBUTED TO BACCIO BANDINELLI (1493-1560), 1537-1545 


8% in. (22.2 cm.) high; 6% in. (17.5 cm.) wide 


$100,000-150,000 £74,000-110,000 


€85,000-130,000 


PROVENANCE: 

Giorgio Uzielli, Florence and New York (1903-1984) and Monique de 
Gunzberg Uzielli, New York (1913-2011); sale, Sotheby's, New York, 26 
January 2012, lot 308. 


LITERATURE: 

A. Venturi, Storia dell’ Arte Italiana, X-ii, Milan, 1936 (reprinted in New 
York, 1983), pp. 187-240. 

K. Langedijk, The Portraits of the Medici, 15th-18th centuries, |, Florence, 
1981-87. pp. 91,105, 11g. 27; 407-530. 

|. Galicka and H. Sygietynska, 'A Newly Discovered Self-Portrait by Baccio 
Bandinelli, The Burlington Magazine, vol. CXX XIV, 1992, pp. 805-809. 


This marble profile portrait of the young Cosimo | de’ Medici (1519-1574), 
likely made soon after he was named duke of Florence in 1537 at the 
age of seventeen, is attributed here to the Florentine sculptor Baccio 
Bandinelli, who began working with Cosimo shortly after his accession, 
and who quickly became the duke's preferred sculptor, a relationship that 
lasted until the end of the artist's life in 1560. 


The earliest images of Cosimo made around the time of his accession 
show him in profile view. For example, Jacopo da Pontormo's black 
chalk drawing in the Uffizi records a young, lean and unbearded Cosimo 
in profile facing left. Despite its simplicity, the image captures the 
sitter's essential features, including his intense gaze and strong jawline. 
Although Cosimo's appearance in the present relief is quite similar to that 
in the Pontormo drawing, the relief was clearly made some time later, as 
the duke appears to be older: his face is fuller and he has begun to grow 
a beard. Cosimo is represented in a similar fashion in two marble reliefs 
from the workshop of Bandinelli, formerly in the grand-ducal collections 
and now in the Museo Nazionale del Bargello in Florence. 


The current lot is further animated by the indication of the iris and pupil of 
the eye, creating the illusion that Cosimo is looking upward. In the present 
relief, the iris and pupil appear as a single unit, created by scooping away 
the marble. The unusually close cropping of the present relief, which cuts 
the portrait off at the top, left, and bottom, and the smooth, polished 
edges of the marble slab, suggest that the work was cut down at some 
point in its history. It is possible that the relief might once have included 
a frame, and that the portions of the portrait that overlapped the frame 
were removed when the frame was cut away. 


The likelihood that the present relief was cut down suggests a larger 
original context for the work, an idea that is supported by the lively 
appearance of Cosimo, as well as by the comparatively small dimensions 
of the relief. While the format of the profile portrait recalls timeless 


images of emperors on coins and cameos, the animation of Cosimo's 
hair and beard and his upward glance suggest that he is interacting 
with someone or something. It is possible that, like the profile portraits 
of Bandinelli and his wife on the artist’s tomb, the present relief was 
once paired with a pendant relief of Cosimo's wife, Eleonora of Toledo 
(1522-1562), perhaps within an ensemble created to commemorate 
their marriage in 1539, although no such relief of Eleonora is known. 


We are grateful to Dr. Eike Schmidt and Jeanette Sisk for their 
significant contributions to this essay. 
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Jacopo da Pontormo (Italian, 1494-1557) Study for a Portrait of Cosimo | de’ Medici, 1537 
Florence, Galleria degli Uffizi (6528 verso). 





PROPERTY FROM A DISTINGUISHED PRIVATE COLLECTION 
20 


VINCENZO DI ANTONIO FREDIANI 
(LUCCA 1481-1505) 


Saints Catherine of Siena and Mary Magdalene; Saints Jerome, 
Dominic, Francis of Assisi and Bernardino of Siena; and A Bishop 
Saint and Saint Anthony Abbot, a predella 


tempera and gold on panel 
the first: 8 x 1334 in. (20.3 x 35 cm.), the second: 8 x 2554 (20.3x65.5cm.), 
the third: 8% x 13% in. (20.5 x 35 cm.) a set of three (3) 


$200,000-300,000 £150,000-220,000 


€170,000-250,000 


PROVENANCE: 
Anonymous sale; Christie's, London, 8 July 2005, lot 6, where acquired 
after the sale by the present owner. 


Formerly known as the Master of the Immaculate Conception, Vincenzo 
Antonio Frediani was correctly identified by Maurizia Tazartes in 1985 who 
discovered a contract for his eponymous panel, now in the Museo Nazionale 
di Villa Giunigi, Lucca (M. Tazartes, 'Anagrafe Lucchese, |: Vincenzo di 
Antonio Frediani “pictor de Luca,” Il Maestro dell'Immacolata Concezione’, 
Curiosita e ricerche di storia subalpina, XXVI, 1985, pp. 4-17). Andrea De 
Marchi recognized the present panels as the work of Frediani in 2001 (private 
communication, dated 8 November 2001), an attribution later endorsed by 
Carl Brandon Strehlke (private communication with the owner, 2020). 


The individual panels were cut from a long plank of a predellaand the 
central scene depicts the legendary meeting of Saints Dominic and 
Francis, with Dominic in the position of honor at left. The Dominican 
tertiary, Catherine of Siena, appears in the left-hand panel and, as 
Strehlke notes, the prominent inclusion of two Dominican saints (while 
only one Fransiscan) suggests the panels belonged to an altarpiece 
intended for a Dominican church in or around Lucca, where Frediani 





worked from 1481 to 1505. In 1482, Domenico di Cristofano del Voglia 
bequeathed a sum of money for the execution of a painting for the altar of 
Saint Vincent Ferrer in the Dominican church of San Romano, Lucca. The 
altarpiece was to show the Madonna and Child Enthroned and to include 
Saints Nicolas, Dominic, Vincent Ferrer and Peter Martyr. Domenico's 
widow, Madonna Ysabetta, and his brother-in-law, Ser Benedetto di 
Giovanni Pini da Carrara, secured Frediani for the commission and a 
contract was drawn up on 14 August 1483, stipulating the subject and 
composition of the main altarpiece (for transcriptions see G. Concioni, 
Matteo Civitali e il suo tempo, Milan, 2003, .م‎ 557). The subject of the 
predellahad yet to be decided, but was to comprise seven half-figures of 
Ser Benedetto's choosing. Frediani's finished altarpiece is now lost but 
Strehlke asserts that if the meeting of Saints Dominic and Francis are 
counted as one, the present panels match the description of its predella. 


The panels also correspond with stylistic demands laid out in the 1483 
contract, which required Frediani to emulate the style of Domenico 


Ghirlandaio in his recent painting for the Lucchese cathedral of San 
Martino, commissioned by Piero Spada. Not only is Ghirlandaio's 
influence evident in Frediani's figures, they are also similar in style to 
those of his collaborator, Bartolomeo di Giovanni. Frediani specified 
in the contract that he would be painting the altarpiece in Florence, 
rather than Lucca. It is possible, then, that while in the city he 
came into contact with Bartolomeo di Giovanni who, along with 
other contemporary Florentine painters, would have had a profound 
influence on the artist. 


Though executed in Florence, the painting still required the payment 
of the Lucchese entry tax or gabella. Frediani stated that he would 
cover all costs of the commission, aside from the gabella. On 21 
February 1485, Madonna Ysabetta and Ser Benedetto employed the 
Lucchese Gesuati prior, Fra Ventura, and Matteo Cattani to evaluate 
Frediani's painting, who within the week declared its value to be fifty 
gold ducats (ibid.). 
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LUDOVICO MAZZOLINO 
(FERRARA C. 1480-1528) 


The Lamentation 


signed and dated 1526 MARCZO 30 ' (lower left) 
oil and gold on canvas, unframed 
18 17 in. (45.7 x 43.1 cm.) 


$120,000-150,000 £88,000-110,000 


€110,000-130,000 


PROVENANCE: 

Eugene Rose de Beauharnais (1781-1824), ist Duke of Leuchtenberg and 
{st Prince of Eichstátt, Munich, and by descent to his son, 

Auguste Charles Eugène Napoléon de Beauharnais (1810-1835), 2nd 
Duke of Leuchtenberg and 2nd Prince of Eichstátt, Lisbon, and by 
descent to his son, 

Maximilian Joseph Eugene Auguste Napoleon de Beauharnais (1817- 
1852), 3rd Duke of Leuchtenberg, Prince Romanowsky, St. Petersburg, 
and by whom bequeathed to his wife, 

Grand Duchess Maria Nikolaievna of Russia (1819-1876), St. Petersburg, 
and by descent to her son, 

Nicholas Maximilianovich de Beauharnais (1843-1891), 4th Duke of 
Leuchtenberg, Munich, and by descent in the family, until acquired by the 
following, 

Nordiska Company, Stockholm, by 1917, and Argentina, by 1937, from 
which acquired by the father of the present owner in 1940. 


LITERATURE: 

J.N. Muxel, The Leuchtenberg Gallery: A collection of pictures forming the 
celebrated gallery of his Imperial Royal Highness the Duke of Leuchtenberg 
at Munich, London, 1852, p. 5, engraved plate 39. 

Denna katalog ár tryckt ١ femhundra numre rade exemplar hos Bróderna 
Lagerstróm Boktryckare, Stockholm, 1917, p. 27, plate 8. 

S. Zamboni, Ludovico Mazzolino, Milan, 1968, p. 43, no. 29, fig. 49b. 


This small-scale, jewel-like canvas once formed part of the lauded 
collection of the Dukes of Leuchtenberg in Munich, appearing in an 1852 
inventory (loc. cit.) which traces it back to Eugene Rose de Beauharnais 
(1781-1824), 1st Duke of Leuchtenberg and 1st Prince of Eichstátt. The 


Lamentation remained in the Leuchtenberg collection, which moved 
from Munich to St. Petersburg and back more than once, until the turn of 
the twentieth century. At the time of its publication by Silla Zamboni in 
1968 (loc. cit.), the author was unable to trace the painting and assumed 
it must be buried in storage at the Hermitage, St. Petersburg. The 
Leuchtenberg collection had in fact been sold en bloc to the Swedish 
Nordiska Company by 1917, with a portion of it, the Mazzolino included, 
later being moved to Argentina where the company had a branch. Seven 
paintings from the Argentinian group were acquired by the father of the 
present owner in 1940 and have remained in the family since. 


Signed and dated, this beautiful Lamentation is typical of the artist's 
style, with its distinctive bright palette and sfumato brushwork effects. 
The elegantly composed figures fill the foreground, while in the distant 
upper left, a crowd gathers at the feet of the three crosses where the two 
thieves still remain. This beautiful, miniaturist vignette and the treatment 
of the foliage and landscape are reminiscent of Dosso Dossi in their fluid 
brushwork and luminous coloration. 


Mazzolino developed his own distinct, and at times idiosyncratic, style of 
devotional painting, through his unique training and exposure to Northern 
European art by way of prints. Mazzolino left his native Ferrara to begin 
his artistic studies in the Bolognese workshop of Lorenzo Costa at the 
end of the fifteenth century. He returned to Ferrara shortly thereafter and 
by 1504 had accepted a commission from Ercole | d'Este, Duke of Ferrara 
and Modena, to decorate the chapels of the Santa Maria degli Angeli 
(destroyed in 1604). It has been suggested that around 1509 Mazzolino 
crossed paths with Giorgione and Albrecht Dürer in the north of Italy, and 
these encounters may account for the unique and occasionally archaizing 
compositions Mazzolino employed in his devotional panels. 
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GIOVANNI FRANCESCO DI NICCOLO 

DI LUTERI, CALLED DOSSO DOSSI 
(TRAMUSCHIO [MIRANDOLA] C. 1486-1541/2 
FERRARA) 


The Trojans building the Temple to Venus at Eryx and making 
offerings at Anchises’ grave 


oil and distemper on canvas, unframed, a fragment 
23% x 33% in. (59.4 x 85.6 cm.) 


$400,000-600,000 £300,000-440,000 


€340,000-510,000 


PROVENANCE: 

Commissioned by Alfonso | d'Este (1476-1534), Duke of Ferrara, Modena 
and Reggio, Castello Estense, Ferrara (in the Camerino dell'Alabastro), by 
circa1521, and by descent to his son 

Ercole II d'Este (1508-1559), son of Alfonso | d'Este and Lucrezia Borgia 
(1480-1519), and by descent to his son 





fig. 1 Dosso Dossi, Portrait of Alfonso | d'Este, Galleria e Museo Estense, Modena. 


Alfonso || d'Este (1533-1597), the 5th and last Duke of Ferrara, and by 
inheritance to 

Cesare d'Este (1562-1628), Duke of Modena (fourth son of Alfonso | 
d'Este and cousin of Alfonso II d'Este) until 1608 when appropriated by 
Cardinal Scipione Borghese (1577-1633), in the Camera dei Bronzi at the 
Palazzo Borghese on the Campo Marzio, and by inheritance to his cousin 
Marcantonio ll Borghese (1601-1658),1st Prince of Sulmona, and by 
inheritance to his nephew 

Giovanni Battista Borghese (1639-1717), 2nd Prince of Sulmona, Prince 
of Rossano, in whose inventory of 7 April 1693 (probably) descrubed 
under no. 192 (since mistakenly associated with a painting by Niccolo 
dell'Abatte at the Villa Borghese) as 'f. 452 2Sotto al detto un quadro longo 
con paesi eMarine con figure e vascello del No 2 del Dosi de ferrara con 
cornice dorata'(Archivio Segreto Vaticano, Citta del Vaticano, / Fondo 
Borhese, busta 7504)), and (probably) by inheritance to his son 
Marcantonio III Borghese (1660-1729), 3rd Prince of Sulmona, and 
(probably) by inheritance to his son 

Camillo Borghese (1693-1763), 4th Prince of Sulmona, and (probably) by 
inheritance to 

Marcantonio IV Borghese (1730-1800), 5th Prince of Sulmona, and 
(probably) by inheritance to 

Camillo Filippo Ludovico Borghese, 6th Prince of Sulmona (1775-1832), 
the husband of Napoleon's sister, Pauline Bonaparte (1780-1825), 
and remained in the Borghese collection, Rome, until 1803/19, when 
acquired by 

Pascal Madrazo (see ‘.... Viene della famosa Galeria de la Casa Borghese 
en Roma’, see also, D. José Rojas, ed.,Diccionari geografico-estadistico- 
historico de España y su posesiones de Ultramar por Pascual Madoz, X, 
Madrid, 1847, p. 860), and by inheritance to 

José da Madrazo y Agudo (1781-1859), and by inheritance to 

Federico Madrazo y Kuntz (1815-1894), from whom (probably) purchased 
in 1861 by 

José de Salamanca y Mayol (1811-1883), ist Count of los Llanos, ist 
Marques of Salamanca. 

(Probably) Private collection, S. de R., south of France, circa 1900, 
until recently. 


LITERATURE: 

Catalogo de la galleria de cuadros del SExc.mo Sr. D. José Madrazo, Primer 
Pintor de Camara de S. M. C. Director de su Real Museo de Pintura y 
Escultura, é individuo de las Academias de Nobles Artes de Madrid, Roma, 
Dresde, S. Petersburgo y Napoles, etc., etc., etc., Madrid, 1856, p. 25, 
no. 77, as ‘reparan los Troyanos sus naves en la ribera del mar junto à un 
grupo de arboles....En la parte opuesya edificant un temple a Venus Idalia 
por orden de Acestes sobra una altura, , y en faldadel monte hay gente de 
ambo sexos prosternada ante el sepulcro de Anchises. A la orilla de mar se 
ve parte de la nueva población.'. (En.:lib. 5). Alto, O met. 56; ancho 1 met. 83. 
G. Borghese. 

R. Berzaghi, ‘Una segnalazione per le "Storie di Enea" di Dosso Dossi', 
Prospettiva, CXXXIX/CXL, July- October 2010, p. 135, no. 77. 

P. Humfrey, More on Dosso's Aeneas frieze’, Artibus et Historiae, no. 81, 
XLI, 2020, pp. 137-156. 








fig. 2 Giovanni Bellini, Feast of the Gods, National Gallery of Art, Washington, D.C. 





fig. 3 Tiziano Vecellio, called Titian, The Worship of Venus, Museo del Prado, Madrid. 


Recently rediscovered, this exceptional canvas 
by Dosso Dossi constitutes an essential 
contribution to our understanding of one of 
the most important commissions of the Italian 
Renaissance: the painting program for Alfonso 
d’ Este's Camerino in the Castello Estense at 
Ferrara. The composition depicts events 
recounted in Virgil's epic poem, The Aeneid, 
specifically Book V, which takes the Trojans to 
Sicily. Swayed by Juno, the women burn much 
of the Trojan fleet in protest of not yet having 
a permanent home. Following Nautes’ advice, 
Aeneas decides to forge ahead to Italy with 
those who are fit, but only after founding a city 
to be ruled by Ascetes for those Trojans who will 
remain. Prior to Aeneas’ departure, offerings are 
made at the tomb of his father Anchises, which is 
portrayed in the foreground of our painting, and 
a temple to Venus is dedicated at Eryx, of which 
Dosso shows the construction in the distance. 
The artist's talent for creating scenes that have 
a downy, dream-like quality shines through here, 
as evidenced by the softly-contoured figures 
nestled in a lush, delicately-lit landscape. In fact, 
the present lot corresponds to the right section 
of a painting now in the National Gallery of Art, 
which traditionally has been titled Aeneas and 
Achates on the Libyan Coast (Book III), but may 
now be recognized as representing the Trojans 
building a ship in anticipation of their departure 
from Sicily. 


Together, the canvases formed one of ten 
large-scale paintings portraying scenes from 
The Aeneid commissioned by Alfonso በ' Este 
(fig. 1) for his famed Camerino, a private study 
in the ducal apartments, later known as the 
Camerino d’Alabastroon account of the room's 
fine marble decorations. The poem, a celebration 
of Aeneas as determined leader and founder 
of Rome, was no doubt selected as a source 
because of its capacity to mirror the Duke’s own 
accomplishments. Dosso’s paintings created a 
frieze that encircled the Camerino, beneath which 


were hung five bacchanals. The latter constitute 
some of the most significant and treasured works 
in the history of art, namely: Giovanni Bellini's 
Feast of the Gods of 1514 (fig. 2; National Gallery 
of Art, Washington), Titian's The Worship of Venus 
of 1519 (fig. 3; Museo del Prado, Madrid), Titian's 
Bacchus and Ariadne of 1520-23 (fig. 4; National 
Gallery, London), Titian's The Andrians of circa 
1523-24 (fig. 5; Museo del Prado, Madrid) and 
Dosso Dossi's Bacchanal Rout of Men (untraced). 
On 4 March 1521, Dosso received payment for 
painting mouldings for the Camerino, possibly 
indicating when the Aeneas frieze was installed. 
This hypothesis would support a dating of 1519- 
20 for execution of the ten canvases, which 
Amalia Mezzetti (Le “Storie di Enea” del Dosso 
nel “camerino d'alabastro" di Alfonso d'Este’, 
Paragone, XVI, no. 189, 1965, p. 82), Alessandro 
Ballarin (Dosso Dossi: La pittura a Ferrara negli 
anni del ducato di Alfonsi |, Cittadella, 1994-95), 
and more recently, Peter Humfrey (in P. Humfrey 
and M. Lucco, Dosso Dossi, Court Painter in 
Renaissance Ferrara, A. Bayer, ed., exhibition 
catalogue, New York, 1998, p. 151) have suggested 
for other works in the cycle. 


The decorations were dismantled at the end of 
the sixteenth century. Following the death of 
Alfonso's heirless grandson Alfonso Il d'Este 
(1533-1597), the duchy devolved to the papacy 
and the bacchanals were removed from the 
Camerino and taken to Rome in 1598 by Pope 
Clement VIll's nephew Pietro Aldobrandini. 
Dosso's frieze remained in situ for another 
ten years until Cardinal Scipione Borghese, 
nephew to Clement VIll's successor, Pope 
Paul V, was able to acquire the canvases, 
possibly with the intention of using them to 
decorate a camerino of his own in the Villa 
Borghese in Rome. The pictures were later 
listed in the 1693 inventory of Prince Giovanni 
Battista Borghese's collection, when they were 
recorded as hanging in four separate rooms in 
the Borghese Palace in Campo Marzio. 





fig.4 Tiziano Vecellio, called Titian, Bacchus and Ariadne, National Gallery, London. 





fig. 5 Tiziano Vecellio, called Titian, The Andrians, Museo del Prado, Madrid. 
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fig. 6 Composite image of The Trojans preparing to leave Sicily, National Gallery of Art, Washington D.C., and the present lot. 


Recent research by Renato Berzaghi 
has filled in the gaps in our knowledge 
of the fate of Dosso's Aeneid frieze. The 
scholar has demonstrated that the cycle 
was preserved through 1856, when they 
were recorded among the possessions 
of José de Madrazo y Agudo (1781-1859), 
former court painter and one of the early 
directors of the Prado, Madrid, who had 
purchased them directly from the Borghese, 
probably sometime between 1803 and 1819. 
The frieze was subsequently acquired by 
José de Salamanca y Mayol (1811-1883), 
ist Count of los Llanos, 1st Marqués of 
Salamanca (see Provenance). Critically, the 
paintings were meticulously described in 
the catalogue of Madrazo's collection, thus 
providing crucial details about the frieze's 
content and dimensions, and rectifying our 
understanding of the program as a whole. In 
light of this, the paintings may be described 
as follows: 1. Neptune calming the storm 
raised by Aeolus (Book |), untraced; 2. The 
Trojans on the African coast prepare to feast 


fig. 8 Dosso Dossi, The Sicillian Games, sold Sotheby's, New York, 29 January 2021, lot 116. 
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on the deer slain by Aeneas (Book |), Barber 
Institute, Birmingham. 3. Aeneas and his 
family escaping the burning of Troy (Book 
II), untraced; 4. The plague at Pergamea on 
Crete ( Book Ill; fig. 9), sold, Sotheby's, New 
York, 29 January 2021, lot 116; 5. Aeneas 
and the Harpies on Strophades (Book IV; 
fig. 10), recently acquired by the Museo 
del Prado, Madrid; 6. The Sicilian games 
(Book V; fig. 8), sold, Sotheby's, New York, 
29 January 2021, lot 116; 7. The Trojans 
preparing to leave Sicily (Book V), National 
Gallery of Art, Washington, and the present 
canvas (fig. 6); 8. Aeneas and the Cumaean 
Sibyl enter the Underworld (Book VI), Private 
collection, Rome; 9. Aeneas meets Tityos 
in the Underworld (Book VI), untraced; 
10. Aeneas and the Cumaean Sibyl enter 
the Elysian Fields Fields (Book VI; fig. 7), 
National Gallery of Canada, Ottawa. 


We are grateful to Dr. Peter Humfrey for 
generously sharing his research with us for 
this catalogue note. 


fig. 10 Dosso Dossi, Aneas and the Harpies, Museo del Prado, Madrid. 
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SEBASTIANO LUCIANI, CALLED 
SEBASTIANO DEL PIOMBO 
(VENICE C. 1485-1547 ROME) 

The Vision of Saint Anthony Abbot 

oil on canvas 


44% x 34% in. (112.5 x 88.7 cm.) 


$3,000,000-5,000,000 £2,200,000-3,600,000 
€2,600,000-4,200,000 


PROVENANCE: 
Private collection, UK. 


LITERATURE: 

P. Baker-Bates, ‘Copies and Versions in Sebastiano's Art? The Christ 
Carrying the Cross’ in M. Wivel (ed.), The Mirror and the Compass - 
Michelangelo and Sebastiano, Turnhout, forthcoming. 





fig. 1 Sebastiano del Piombo, Saint Anthony Abbot, Musée National du Chateau de 
Compiègne. 
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fig. 2 Sebastiano del Piombo, Visitation, Musée du Louvre, Paris. 


À masterpiece by one of the great artists of the High Renaissance, 
this picture is one of the most remarkable discoveries of recent times. 
À contemporary and rival of Raphael, and famously a close friend of 
Michelangelo, Sebastiano was a central figure in Rome in the early 
sixteenth century, celebrated in his lifetime as an extraordinary portraitist 
and an artist of unique innovation. 


Since Michael 4515 monograph on the artist in 1981, two major 
exhibitions have been held: one, which travelled from Palazzo Venezia, 
Rome to the Gemäldegalerie, Berlin in 2008, surveyed his entire career, 
from his beginnings as the pupil of Giorgione to his rise to the unrivalled 
position of privilege as the keeper of the papal seal in Rome. In 2017 an 
exhibition at the National Gallery, London, took the relationship between 
Sebastiano and Michelangelo as its focus. The discovery of this picture 
comes at a timely moment, when studies on the artist have, in recent 
years, drawn out more information on his life and work and in so doing 
restored his reputation as a titanic figure of Renaissance art. 


What little is known of Sebastiano's early career in Venice comes from 
Vasari, when he is believed to have worked in the studio of Bellini and 
then with Giorgione. In Rome, where he lived for the rest of his life from 
1511, he quickly moved to become the pre-eminent painter during one of 
the most fertile periods of cultural activity that the city had witnessed. 
He was patronised by Agostino Chigi, the Papal banker, and became 
the most trusted painter of Pope Clement VII, excelling as he produced 
religious paintings and portraits for the Roman elite. In 1531, he was given 
the title of piombatore, which allowed him to use the lead papal seal, or 
piombo, an office that confirmed his integral position in Vatican court 
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fig. 3 Sebastiano del Piombo to Michelangelo, 12 April 1520, Fondazione Casa 
Buonarroti, Florence. 


circles; he took vows in the process as a friar for the remainder of his life, 
and thereafter his output diminished. 


It was in Rome that he developed a close friendship with Michelangelo. 
The latter became a mentor and an advisor, and the two engaged in 
artistic exchanges that would redefine the path of Sebastiano's career: 
his style was markedly influenced by Michelangelo's use of form and 
sense of grandeur, so much so that the latter provided drawings for 
figures and compositional studies that Sebastiano would use in his 
finished pictures. It is, indeed, Michelangelo's decisive influence that is 
evident in this picture, the Vision of Saint Anthony Abbot, which brings 
together a new found sense of monumentality with the colouring and 
sensitivity of touch of his Venetian schooling. It is a picture that shows 
Sebastiano at the peak of his creativity. 


Even though no record of its early history has to date been found, this 
was evidently a significant commission, to judge by the number of early 
copies of that have survived. Together with the newly discovered canvas 
presented here, there is one other variant of the composition that is 
currently still considered to be an autograph work by Sebastiano, the 
panel held at the chapel in Musée National du Chateau de Compiègne 
(inv. 841; fig. 1), outside Paris. The latter differs in three significant 
respects: it is on panel, rather than canvas; it is of larger dimensions, 
measuring 137 x 109.5 cm.; and the inscription on the book differs 
markedly, in both the text itself and the lettering, with block capitals used 
instead of cursive handwriting. lt was accepted as an autograph picture 
by Hirst when he saw it in the department of restoration at the Louvre 
in 1977, although he sounded a note of caution in that judgement, not 


least for its relatively poor state. He compared it with the Visitation (fig. 
2) in the Louvre, with the similarity between the foreshortened left hand 
of the saint and that of Saint Elisabeth in the Paris picture. The larger 
dimensions and panel support are not though an indication that this was 
a primary version of the composition; indeed, as Piers Baker-Bates has 
discovered, there are examples of copies being made of Sebastiano's 
pictures in his lifetime (or shortly thereafter) that are of greater size than 
original pictures, and even on different supports. 


Whilst it has not proved possible for the compiler of this entry to see 
the Compiègne picture first hand, nor for the two pictures themselves 
to be compared side by side, a highly convincing case can be made for 
the newly discovered canvas to be the first, and superior, picture, given 
its remarkably accomplished execution and the presence of decisive 
pentiments on the right edge of the open book and the trees upper left. 
The more delicate handling of the glazes, the greater subtlety in the 
definition of forms and the highly characterful, detailed portrait of the 
saint all speak strongly for its primacy. Indeed, Dr Baker-Bates, who has 
seen both pictures, believes this to be the case, as does Mauro Lucco, 
the latter judging from photographs alone (and reserving the right to 
confirm his view on seeing the picture in person, which has not yet proved 
possible). The cursive writing of the text also speaks in favour of this 
being the prime version: the font is highly analogous to Sebastiano’s own 
handwriting, as it appears, famously, in his letters to Michelangelo (fig. 3). 


Another version in the Philadelphia Museum of Art (cat. 193; fig. 4), 
formerly in the John G. Johnson Collection, which is on canvas and 
whose script closely matches that of the picture discussed here, was 
for some time given to Sebastiano, the attribution initially supported by 
Bernard Berenson who erroneously identified the subject as the Vision 
of Saint Augustine. While others published the picture as by Sebastiano, 
Berenson would row back on the idea, and Federico Zeri determined it to 
be a studio work. Currently it is given tentatively to Girolamo Muziano, a 
prolific Mannerist artist known to have copied Sebastiano, presumably to 
commission, on several occasions. There also is a reduced copy, on panel, 
showing the upper half only, in Staatliche Kunsthalle in Karlsruhe (inv. 
420), and another full scale copy recently found in Spain. 


It is worth pausing to draw attention to two further features of the picture 
under discussion. First, the splendidly executed landscape background 
seen through a lateral, vertical ‘window’ to the left. Highly characteristic, 
this type of landscape device features elsewhere in Sebastiano's oeuvre, 
notably in his Portrait of Ferry Carondelet, painted circa 1510-12 (fig. 
5: Madrid, Museo Nacional Thyssen Bornemisza). The handling and 
atmosphere of the two landscapes, both seen at sunset with beautifully 
drawn autumnal trees, is remarkably similar; it might suggest a close 
date of execution for the two works, or that the Saint Anthony revisits 
this earlier, successful compositional device at a later time. The general 
consensus is that the picture here likely dates to circa 1515-1520. Second, 
the wonderful naturalistic rendering of the head and the hands is entirely 
in tune with his revelatory role as a portraitist: Sebastiano played a key 
part in developing the genre in the early sixteenth century, and Vasari 
himself acknowledged that the artist possessed special talent in this 
regard: ‘era veramente Sebastiano nel fare ¡ ritratti di tutta finezza e 
bonta a tutti gli altri superiore [...] nella testa e nelle mani, nelle quali parti 
era Bastiano veramente eccellentissimo’ (‘Sebastiano was truly superior 
to all others in making the finest portraits [..] the head and the hands 
[were] parts in which Sebastiano was most truly excellent’) (G. Vasari, 
Le vite de’ piu eccellenti pittori, scultori et architettori, 111.1, Florence, 1568, 
pp. 344-345). This all points towards the special attention Sebastiano 
dedicated to what was a relatively unusual sacred subject, showing God 
the Father appearing to Saint Anthony. Born in Egypt in the third century, 
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TOP: fig. 4 Attributed to Girolamo Muziano, Saint Anthony Abbot, Philadelphia 
Museum of Art. 


BOTTOM: fig. 5 Sebastiano del Piombo, Portrait of Ferry Carondelet with his 
secretaries, Museo Nacional Thyssen-Bornemisza, Madrid. 





Saint Anthony became one of the fathers of Christian monasticism. He 
gave away all his worldly possessions to devote himself to a life of solitude 
and spiritual reflection. He lived a strict, ascetic life in a small cave in the 
Eastern Desert of Egypt, the setting it would seem for this picture, with 
the rock of the cave seen in the upper right. There he endured a series 
of supernatural temptations, episodes which have been more frequently 
represented in the visual arts. 


PROVENANCE 


It is remarkable that a picture of such calibre should surface with little 
provenance to its name, although two old collectors’ labels on the reverse 
of the stretcher offer tentative clues as to the picture's history, yet to be 
uncovered. The labels appear to date from the nineteenth century; one 
bears the name Titian, presumably an erroneous attribution applied to 
the picture, and the other the initials ‘SP’ above the number 353. It may 
well be that the 'SP' stands for name of the artist, unless it were, by 
coincidence, the initials of the then owner of the work. The identity of 
the saint has not always been obvious, and it is possible the picture may 
have been identified as a different saint, as Berenson had done with the 
Philadelphia copy. 


It may also have been, where the present canvas in concerned, that the 
layers of dirt, overpaint and old varnish covering the picture obscured 
its subject. Certainly, the 'T', or tau cross, which is now visible on the 
saint's left shoulder and identifies him as Anthony Abbot, was hidden 
from view previously. The careful cleaning and restoration of the picture 
was revelatory, bringing back to life the picture's vibrant colours and 
uncovering the exceptional brushwork beneath. The initial cleaning 
carried out by Hamish Dewar Ltd., and the subsequent restoration 
overseen by Marie Louise Sauerberg. 


The circumstances of the commission of the Saint Anthony remain 
elusive. The existence of just such a composition by Sebastiano is 
confirmed however by the official act of donation to the Ambrosiana of 
the collection of Cardinal Federico Borromeo on 28 April 1618, where a 
copy is listed. Amongst the ‘copie fatte con diligenza’ is ‘Un S. Benedetto 
con un gran libro avanti, e che fiso riguarda il cielo, con una cornice di 
noce, e con profili d'oro, alto due braccia, e largo un'e mezzo. Et 6 copia 
del Muziano cavata diligentemente dall'originale di Fra Sebastiano del 
Piombo’ (ል St. Benedict with a large book in front of him, looking up 
toward the sky, with a walnut frame with a gold border, two braccia 
high, and one and a half wide’) (P.M. Jones, Federico Borromeo and the 
Ambrosiana Art Patronage and Reform in Seventeenth-Century Milan, 
Cambridge University Press, 1993, p. 353). The picture is mentioned 
again in Borromeo's Musaeum, of 1625 (F. Borromeo, Musaeum, Milan, 
1625, p. 32) before leaving the Ambrosiana at an uncertain date between 
the taking of the inventories of 1685 and 1798. Despite the incorrect 
identification of the saint, it is unquestionably the same composition as 
the Saint Anthony. It is not known yet where Muziano would have seen 
the original in Rome. 


LEFT TOP: fig. 6 Sebastiano del Piombo, 
Raising of Lazarus, National Gallery, London. 


LEFT BOTTOM: fig. 7 Sebastiano del 
Piombo, Portrait of Pope Clement VII}, J. Paul 
Getty Museum, Los Angeles. 


OPPOSITE: The present lot during 
conservation. 
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Despite the lack of provenance, it is not surprising that such a picture 
should have found its way to the UK, especially during the nineteenth 
century when the reputation of Sebastiano was burgeoning, and he was 
recognised as one of the pillars of Renaissance Rome in the early sixteenth 
century. Famously, one of the first pictures to enter the National Gallery in 
London at its creation was Sebastiano's monumental Raising of Lazarus 
(inv. NG1; fig. 6), formerly part of John Julius Angerstein's collection in 
Pall Mall. Indeed, by the mid-eighteenth century, a remarkable number 
of pictures by him were in English collections. Those works include the 
Dorotea, formerly in the collection of the Dukes of Marlborough, now 
Gemäldegalerie, Berlin; Portrait of Ferry Carondelet, formerly Dukes of 
Grafton, now Thyssen-Bornemisza, Madrid; the Portrait of a Humanist, 
formerly Marquesses of Lansdowne, now National Gallery of Art, 
Washington; the Man in Armour, formerly Sebright baronets, now 


Wadsworth Atheneum, amongst others, some of which were confused 
with the work of Raphael. Arguably the most comparable discovery of a 
picture by Sebastiano in recent decades also happened in the UK, when 
the magnificent portrait on slate of Pope Clement VII (fig. 7) surfaced in 
a regional Sotheby's auction in 1987, before being acquired by the Getty 
in 1992. 


We are grateful to Nicholas Penny, Keith Christiansen, Paul Joannides, 
David Ekserdjian, Antonio Mazzotta, Matthias Wivel and Piers Baker- 
Bates who have all confirmed the attribution to Sebastiano after first- 
hand inspection of the picture. | am indebted to Dr Baker-Bates for 
sharing the manuscript of his forthcoming publication on the picture. 





PROPERTY FROM A PRIVATE AMERICAN COLLECTION 
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GIOVANNI BATTISTA NALDINI 
FIESOLE C.1537 59T FLORENCE) 
Madonna and Child with the infant Saint John the Baptist 


oil on panel 
30% x 23% in. (76.5 x 59.5 cm.) 


$60,000-80,000 £44,000-59,000 
€51,000-68,000 


PROVENANCE: 

Nathaniel Borrodaille Browne (1819-1875), Philadelphia, by whom 
probably acquired in Spain in 1867, and by descent in the family to the 
present owner. 


Born in Florence, Giovanni Battista Naldini trained in the workshop of 
Jacopo Pontormo from 1549 to 1556. Naldini’s earliest works confirm 
the young artist to be the heir to Pontormo's ideals, though he eventually 
forged his own highly individual Mannerist style which seamlessly 
incorporated the ideals of Andrea del Sarto, Agnolo Bronzino and 
Giorgio Vasari. In 1557, Naldini traveled to Rome, but he returned to 
Florence in 1562, when Vasari recruited him to work on Francesco | 
de’ Medici's studiolo and on the Sala dei Cinquecento in the Palazzo 
Vecchio. The following year Naldini became a founding member of the 
Accademia del Disegno. In the late 1570s, Naldini again traveled briefly 
to Rome but around 1580 was back in Florence, where he taught a 
younger generation of artists that included both Francesco Curradi and 
Domenico Passignano. 


The present painting, which has remained in the same family's possession 
for more than 150 years, is datable to the 1560s, when Naldini was 
collaborating closely with Vasari in the Palazzo Vecchio. lt was in this 
period that Naldini's work began to show the marked influence of Vasari's 
design sense, formal vocabulary and repertoire of physical types. Naldini, 
however, imbued his compact figural groups with a heightened sense 
of expressive freedom by rendering their plastic, sculptural forms in 
painterly detail. Vasari's somewhat metallic hues likewise gave way to 
Naldini's preference for a smoky palette dominated by cool greens and 
warm reds and yellows. 


The attribution to Naldini was first recognized by Sydney Freedberg, who 
suggested the painting was a relatively early work (private communication 
with the owner, 17 July 1979). We are grateful to Professor Louis A. 
Waldman for independently endorsing the attribution and for dating the 
painting to the 1560s on the basis of images (private communication, 1 
February 2021). 


PROPERTY FROM A DISTINGUISHED PRIVATE COLLECTION 
25 


ORAZIO SAMACCHINI 
(BOLOGNA 1532-1577) 
The Baptism of Christ 


oil on canvas 
59% x 48% in. (150.8 x 122.2 cm.) 


$200,000-300,000 £150,000-220,000 


€1/0,000-250,000 


PROVENANCE: 

Johann Caspar Brücker, Altdorf, circa 1690, as the dowry of his daughter, 
The Capuchine Abbess of Altdorf, to the Capuchine Cloister, Altdorf, until 
circa 1900, when purchased by a priest, and by whom bequeathed to, 
Ingenbohl Convent, Canton Schwyz, until 1959. 

Private collection of a priest, Switzerland, and by descent. 

with Galerie Gloggner, Lucerne. 

Anonymous sale; Christie's, London, 24 April 2009, lot 97, where 
acquired by the present owner. 


LITERATURE: 

D. Ekserdjian, review, The Burlington Magazine, no. 1315, 2012, p. 713. 

S. Chiodo and S. Padovani, The Alana Collection. Italian Paintings from 
the 14th to 16th Century, ||, Florence, 2014, pp. 209-213, no. 29, illustrated 
(cat. by A. Bliznukov). 


Bathed in soft light, Christ's lofty figure dominates this graceful 
composition capturing the moment of his baptism in the River Jordan. 
Preparing for this holy rite, Christ inclines his head toward Saint John, 
who genuflects before his Savior while collecting water in a dish. The 
saint's red cloak acts as a vibrant foil to the cool yellow and blue tonalities 
of the garments worn by the angels at left, whose disrobing of Christ 
takes on the elegance of a carefully choreographed dance. The coat of 
arms at upper left attests to the early history of this painting made by 
the Bolognese Mannerist, Orazio Samacchini. In the late seventeenth 
century, it belonged to Johann Caspar Brucker of Altdorf in the Swiss 
canton of Uri, who gifted it to his daughter, the abbess of the Capuchin 
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fig. 1C.P. Landon, Galerie Giustiniani ou catalogue figuré, 
Paris, 1812, p. 17, fig. 5.1. 


monastery of Altdorf. The painting stayed in the monastery until the early 
twentieth century, when it was sold and eventually passed through the 
Gloggner gallery in Lucerne. The early Swiss provenance of this work is 
also attested to by a copy of it in the Sankt Lazarus convent of Seedorf, 
egually situated in the canton of Uri. 


An autograph version preserved in the Muso Lazaro Galdiano in Madrid is 
nearly identical in composition to the present work, with minor variations 
in the background details. The Madrid painting was until recently 
misattributed to Pedro de Campaña (see A. Perez Sanchez, Madrid 
2002, pp. 148-149) and can be traced back to 1857, when it was acguired 
by the Duke of Newcastle. It closely corresponds to an engraving that 
records a version of Samacchini's Baptism in the Giustiniani collection, 
published in London in 1812 with an attribution to 'Vanni' (fig. 1). Allowing 
for artistic license on the part of the engraver, it is possible that version 
formerly in the Giustiniani collection is the one now in Madrid (see S.D. 
Sguarzina, 2003, |, pp. 9-11). A third version, executed on a smaller scale 
and on panel, is in the Hermitage Museum, Saint Petersburg (fig. 2), and 
is perhaps a modello for the two larger, autograph paintings. 


As Carl Strehlke has observed (private communication), for his muscular 
figure of Christ, Samacchini drew inspiration from Michelangelo's Risen 
Christ in Santa Maria sopra Minerva, while the angel in yellow at left 
recalls the kneeling woman in the foreground of Raphael's Transfiguration 
in the Pinacoteca Vaticana. It is likely that Samacchini also had in mind 
Pellegrino Tibaldi’s Baptism of Christ in the Church of San Francesco 
alle Scale in Ancona, which he would have known through a preparatory 
drawing (A. Bliznukov, op. cit., p. 212). This is suggested in particular by 
such details in Samacchini's painting as the bending of Christ's torso 
and the inclination of his head, as well as Saint John resting his knee 
on a rock, the foreshortened dove, and the composition's overall facial 
typologies. A final source, as Miklós Boskovits noted (ibid.), may have 
been Prospero Fontana's Baptism of Christ, which shows the Baptist in a 
similar pose and features an angel with nearly the same profile. 


The present altarpiece, whose attribution has also been endorsed by 
David Ekserdjian (/oc. cit.), dates to the mid-1560s, reflecting the moment 
in which Samacchini began to move away from his early Mannerist style, 
but before he returned to it in the extreme in his Parma and Cremona 
works. A finished 'Battesimo di Gesù' is documented in the inventory of 
Samacchini's workshop drawn up after his death. While it is impossible 
to definitively link the present work with that painting, as Bliznukov has 
argued (ibid., p. 213), it seems likely that the artist painted two completely 
autograph versions of the composition. The first was made in Rome and 
found its way to the Giustiniani collection before travelling to Madrid, 
where it remains today. The second may have been commissioned 
shortly after the first, but for some reason remained in the artist's 
possession until his death. It would have then remained in Bologna until 
it was acquired by the Brucker family. 





PROPERTY FROM A PRIVATE EUROPEAN COLLECTION 
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ATTRIBUTED TO SANDRO BOT TICELLI 
(FLORENCE 1445-1510) 
The Madonna and Child with the infant Saint John the Baptist 


tempera and oil on panel 
21% x 16% in. (54.4 x 41.6 cm.) 


$600,000-800,000 £440,000-590,000 
€510,000-680,000 


PROVENANCE: 

Brauer, by 1905. 

Maurice Sigismund Sulzbach (1853-1922), Paris or Chateau du Chesnay, 
until circa 1923. 

Art market, Paris, 1930s, where acquired by the family of the present owner. 


LITERATURE: 
B. Berenson, ‘Un possibile Antonello da Messina ed uno impossibile’, 
Dedalo, IV, no. |, 1923, pp. 27 and 32, illustrated, as 'Studio of Botticelli’. 


In the 14705, Florence was a center of remarkable creativity in a 
defining moment for the Renaissance. The cross currents of artistic 
and intellectual ideas in the city at that time produced a unique cultural 
milieu, with extraordinary, innovative commissions executed by artists of 
unrivalled talent. In that decade Florence was home to Leonardo, Andrea 
del Verrocchio, Ghirlandaio, and it was at this time that Sandro Botticelli 
emerged as an independent artist of significant stature, flourishing under 
the patronage of the powerful Medici family and building his reputation 
as one of the most renowned and recognizable artists of the Renaissance. 


Botticelli, from early in his career, was ‘embedded in a network of 
politically powerful Florentine clients’, his first major public commission 
coming in 1470 when he painted two panels as part of a series of 
the Virtues, the others being executed by Antonio Pollaiuolo, for the 
Mercanzia in Florence (M. O'Malley, ‘Finding fame: painting and the 
making of careers in Renaissance Italy’, Renaissance Studies, XXIV, no. 
1, 2010, .م‎ 11). In preceding years he is thought to have worked mainly on 
devotional pictures for private clients, in a city where artistic patronage 
was undertaken by many leading families, led of course by Lorenzo and 
Giuliano de’ Medici, who fostered an incomparable climate for the visual 
arts in Florence. The re-emergence of this panel, then, which was last 
recorded in Paris in the 1920s in the collection of Maurice Sulzbach, 
allows for new considerations on the very early stages of Botticelli’s 
career in Medici Florence. 


It can be compared to a group of representations of the Madonna 
and Child by Botticelli, each striking for its intimacy and tenderness, 
invariably showing the Madonna with downcast eyes and the Christ 
Child often standing, looking upwards. These pictures, dating to the 
late 1460s and early 1470s show his debt to Fra Filippo Lippi, and reflect 
his great master’s ‘precious linear style’ (E. Fahy, ‘A Tondo by Sandro 
Botticelli, Art Institute of Chicago Museum Studies, IV, 1969, p. 17). 
Of particular relevance is the former Corsini Madonna and Child(now 
National Gallery of Art, Washington, inv. no. 137.1.21; fig. 1). Although the 
latter is painted on a slightly larger panel, there are obvious similarities. 
The faceted, linear folds of the draperies fall over the Madonna's arm 
and lap in comparable fashion in both pictures, and they both make 
inventive use of an architectural device behind to lend depth and 
perspective, cleverly framing the figures and drawing the viewer's eye 
effectively into and around the picture. Equally instructive comparison 
can be made with the panel in the Norton Simon Museum, Pasadena 
(inv. no. M.1987.2.P; fig. 2), which shows a near identical positioning of 
the figures, with the Madonna's left hand supporting the Child in the 
Same manner in both works, and Christ nestled against his mother. The 
rediscovery of the present lot is particularly fascinating for its proximity 
in style and technique to Filippino Lippi who is documented as Botticelli's 
assistant in 1472. Two of the most gifted artists of their time, they 
worked in collaboration on a number of pictures, including the Adoration 
of the Kings (National Gallery, London), before Filippino became an 
independent artist. Both artists shared a keen sensibility to their subject 
matter, and there is a clear convergence in their work at this moment. 
This can be seen especially in the similarity of Filippino’s Madonna and 
Child with Saint John the Baptist (National Gallery, London) to the present 


OPPOSITE: fig. 1 Sandro Botticelli, Madonna and Child, National Gallery of Art, 
Washington., D.C. 





fig. 2 Sandro Botticelli, Madonna and Child with Adoring Angel, Norton Simon Museum, 
Pasadena.. 


lot: both strike the same notes of cool sentiment, serenity and poise, 
pictures that testify to this special decade in the Florentine Renaissance. 


The underdrawing revealed by an infrared reflectogram shows a typically 
freely executed design, tellingly displaying a series of alterations and 
pentiments made by the artist during the build up of the composition. 
For example, the Madonna's left hand has been moved down, while the 
profile of Saint John was originally tilted further back and his neck line 
higher; such compositional changes were a mark of Botticelli's working 
practice in the course of his career. 


The picture was once in the collection of Maurice Sigismund Sulzbach 
(1853-1922), an academic and eclectic collector, who was born in 
Frankfurt am Main to a banking family. He moved to Paris in December 
1882, when he married Marguerite Ida Premsel. They bought Islamic 
and Asian art as well as great Dutch and Italian old masters, becoming 
friends, too, with artists such as Maurice Denis and Jean Louis Forain. 
Before Maurice died in 1922, several items were donated to the Museé 
du Louvre, Paris. 
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GIUSEPPE CESARI, IL CAVALIERE DARPINO 
(ARPINO 1586-1640 ROME) 
Saint Louis of Toulouse on horseback 


oil on canvas 
34% x 25% in. (87.9 x 65.4 cm.) 


$100,000-150,000 £74,000-110,000 


€85,000-130,000 


Giuseppe Cesari was born in Rome into a poor family but through 
his artistic efforts gained an enormous reputation and in the first two 
decades of the seventeenth century he won some of the most prestigious 
commissions of the day, most notably the designing of the mosaics for 
the dome of Saint Peter's (1603-12). He was created Cavaliere di Cristoby 
his patron, Pope Clement VIII, and was forever thereafter known as 
Cavaliere d'Arpino. 


Primarily a fresco painter, Cavaliere d'Arpino sometimes adapted his 
style when he undertook cabinet pictures destined for the open market, 
a tendency Giovanni Baglione criticized, but in the present work the best 





Reverse of the present lot. 


traits of his fresco painting, which encouraged broader strokes and less 
fastidious details, can be seen particularly in the remarkable skyline. 


Cavaliere developed his own style quite at odds with that of the Carracci 
and untouched by the innovations of Caravaggio (1571-1610), who was 
briefly his assistant in the 1590s. It was Cavaliere who introduced 
Scipione Borghese (1577-1633) to Caravaggio and Bernini, both of whom 
would go on to become the Cardinal's favorite artists. 


In his cycle of frescoes for the Great Hall of the Capitoline Museum, 
undertaken over two decades commencing in 1595, Cavaliere d'Arpino 
illustrated episodes of the history of Rome as told by Titus Livius. These 
frescoes were populated with soldiers in armor which, although painted 
on a different scale, have the same individuality and brevity of form 
as the protagonist in the present lot. The most striking comparison is 
between our figure and the soldier depicted to the left of the central 
horseman in the great scene of the Battle between Horatii and Curiatii and 
also the stricken facial expression of the two horses framing the battle, 
surely reliant on antique precedents, that is paralleled in the alert eye 
of our pacing white horse. Here we can appreciate Cavaliere d'Arpino's 
exceptional qualities as a draftsman but also the fluidity of his brushwork. 


In the strong contrasts of light and shade in the landscape background 
we can compare the present work to a painting on panel of the Flight 
into Egypt by Cavaliere d'Arpino dating to circa 1595 (Galleria Borghese, 
see The Genius of Rome 1592-1623, exh. cat., London, 2001, B.L. Brown 
(ed.), no. 79, p. 218-9). The full lips and heavily outlined facial features 
are reminiscent of a maidservant portrayed in the shadows of the artists’ 
Judith with the Head of Holofernes, c. 1605-10 (Berkeley Art Museum, 
see ibid, no. 111, p. 298), whilst the Mannerist pose, particularly the 
outstretched hand, was a popular expressive device that he used on 
several occasions (H. Röttgen, // Cavalier Giuseppe Cesari dArpino: un 
grande pittore nella splendore della fortuna, Rome, 2002, figs. 82 and 
84 and M.S. Bolzoni, // Cavalier Giuseppe Cesari d'Arpino. Maestro del 
disegno. Catalogo Ragionato dell'opera grafica, Rome, 2013, no. 202). 


The young figure on horseback can almost certainly be identified as Louis 
of Toulouse (1274-97), the second son of Charles II, king of Naples, who 
renounced the throne of Naples and entered the Franciscan order. He was 
consecrated bishop of Toulouse at an early age, died when he was just 
twenty-three and was canonized in the same year. He is identified with 
his cope, embroidered with the golden fleurs-de-lys, signifying his kinship 
with the French crown. This unusual depiction of him on horseback is 
suggestive of a very specific, but as yet unidentified, commission. 


PROPERTY FROM A DISTINGUISHED PRIVATE COLLECTION 
28 


PAOLO CALIARI, CALLED VERONESE 
(VERONA 1528-1588 VENICE) 
The Symbols of the Four Evangelists 


oil on canvas 
32% x 65% in. (82.2 x 165.7 cm.) 


$600,000-800,000 £440,000-590,000 
€510,000-680,000 


PROVENANCE: 

Palazzo Pisani, San Stefano, Venice, by 1809. 

Johann II, Prince of Liechtenstein (1840-1929), Burg Lebenstein, by 1914. 
with Thomas Agnew & Sons, by circa 1929. 

Alessandro Contini-Bonacossi (1878-1955), Florence, by 1934 and until at 
least 1968. 

Anonymous sale; Sotheby's, New York, 25 January 2001, lot 69, where 
acquired by the present owner. 


EXHIBITED: 

Venice, Ca’ Giustinian, Mostra di Paolo Veronese, 25 April-4 November 
1939, no. 51. 

London, National Gallery, Veronese: Magnificence in Renaissance Venice, 
19 March-15 June 2014, no. 37. 

Paris, Musée Jacquemart-Andre, The Alana Collection. Masterpieces of Italian 
Painting,13 September 2019-20 January 2020, no. 68 (entry by C. Falciani). 


LITERATURE: 

W. Suida, OsterreichischeKunstschatze, |||. Vienna, 1914, plate LXXVIII. 

(3. Fiocco, Paolo Veronese, Bologna, 1934, pp. 79 and 112. 

Coletti, Paolo Veronese e la pittura a Verona del suo tempo, Pisa, 1941,‏ .ا 
p. 255.‏ 

R. Gallo, ' Una famiglia patrizia: i Pisani ed | Palazzo di S. Stefano e di Stra’, 
Arte Veneta, XXXIV, 1944, pp. 91-94. 

R. Pallucchini, 'Contributi alla pittura veneta del Cinguecento, Un inedito 
di Paolo Veronese', Arte Veneta, V, 1959, p. 55. 

R. Marini, Lopera complete del Veronese, Milan, 1969, p. 118, no. 189, illustrated. 
J. Schulz, Venetian Painted Ceilings of the Renaissance, Berkeley, 1968, p. 125. 
T. Pignatti, Veronese, Venice, 1976, |, p. 142, no. 213, illustrated; II, fig. 519. 
L. Moretti, | Pisani di San Polo’, I! Conservatorio di Musica Benedetto 
Marcello di Venezia, Venice, 1977, p. 166. 

R. Pallucchini, Veronese, Venice, 1984, p. 180. 

T. Pignatti and F. Pedrocco, Veronese: II catalogo completo dei dipinti, 
Florence, 1991, p. 223, no. 142, illustrated. 

T. Pignatti and F. Pedrocco, Veronese, Milan, 1995, pp. 352-352, no. 237. 
X.F. Salomon, Veronese, exhibition catalogue, London, 2014, pp. 156-159, 
261, no. 37,pl. 113. 
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Unlike most of Veronese's religious paintings from the 1570s, the 
present work does not depict a narrative, but rather presents the four 
symbols of the Evangelists. The iconography ultimately derives from the 
Old Testament. The Hebrew prophet Ezekiel, while held captive under 
Babylonian rule, sees a vision of the throne of God accompanied by four 
winged "living creatures in the shape of a man, a lion, an ox and an eagle 
(Ezekiel 1:1-14 and 10:1-22). This imagery is taken up again in Revelation 
(4:6-9), where John the Evangelist perceives in his vision a throne set in 
heaven around which ‘were four beasts full of eyes before and behind. 
And the first beast was like a lion, and the second beast like a calf, and 
the third beast had a face as a man, and the fourth beast was like a 
flying eagle.’ The association of these mystical creatures with the Four 
Evangelists flourished in the early Christian Church. Over the centuries, 
the pairing of Saint Matthew with the angel, Mark with the lion, Luke with 
the ox and John with the eagle became canonical. Moreover, medieval 
theologians ascribed meaning to these pairings drawn from the Gospels 
themselves. The angel/man was understood to stand for Matthew since 
his gospel begins with the genealogy of Christ's ancestors. Mark begins 
with ‘the voice of one calling in the wilderness, which was seen as an apt 
description of a lion. Luke begins with the sacrifice of an ox by the priest 
Zacharias, and as the eagle was believed to be the bird that flies closest 
to heaven, it was most appropriate for John's Gospel, which is full of 
visions and heavenly content. 


Veronese's exceptional talent as a colorist and his masterful approach to 
illusionistic painting is on full display in this oval canvas. Monumental in 
its conception, the painting is clearly intended to be read from below - the 
four figures are precisely foreshortened, so that they appear to be resting 
before a ledge, far above the viewer. Moreover, each of the Evangelist's 
symbols is rendered with a startling naturalism. The composition favors a 
reading from left to right, beginning with the lion, who likely was intended 
to play a double role here both as the sign of Saint Mark and the symbol 
of the Venetian Republic, where the artist spent most of his career. As 
Carlo Falciani notes (written communication), the prominent central 
placement of the angel, along with the marvelously illusionistic book 
he holds, may allude to some larger artistic program and likely provides 
the key to understanding the original context of the painting. The eagle 
is third, appearing as if it has just alit on its perch, its claws digging into 
the wood. All three direct their gaze at the ox, which is painted with 
supreme naturalism and approaches from the right, creating a dynamic, 
yet harmonious composition typical of the artist's mature style. 


While it seems likely that Veronese conceived his Symbols of the Four 
Evangelists as part of a much larger, decorative cycle, the commission 
and therefore its original context remains a matter of speculation. By 
1809, the painting was hanging in the picture gallery of the Palazzo 
Pisani at Santo Stefano (X.F. Salomon, op. cit., p. 159). That palace was 
built in the seventeenth century, so our painting must have originally 
been installed elsewhere. The format and composition imply that it 
was intended to be inserted into a ceiling. Together with the painting's 
ecclesiastical subject matter, these elements suggest that Veronese 
painted it for a chapel or sacristy. 


THE BARTOLINI BUSTS OF ELISA BONAPARTE 
AND FELIX BACIOCCHI 
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MARBLE BUST OF ELISA BONAPARTE‏ م 
BACIOCCHI LEVOY (1777-1820), PRINCESSE‏ 
FRANCAISE, PRINCESS OF PIOMBINO AND‏ 
LUCCA, GRAND DUCHESS OF TUSCANY,‏ 
COUNTESS OF COMPIGNANO‏ 


BY LORENZO BARTOLINI (VERNIO, 1777 - FLORENCE 1850), 
CIRCA1809 


On a later turned marble socle 
29% in. (75 cm.) high, overall 


$70,000-100,000 £52,000-73,000 


€60,000-85,000 


PROVENANCE: 

By repute, Elisa Bonaparte (1777-1820), Villa Ciardi a Villa Vicentina. 
Joseph Bonaparte (1768-1844), by descent from the above. 

Zenaide Letizia Bonaparte (1801-54), by descent from the above. 

Julia Charlotte Bonaparte (1830-1900), by descent from the above. 
Marchese Alberto del Gallo di Roccagiovine (1854-1947), Villa Ciardi 
from 1913-1919 (erroneously attributed to Antonio Canova), by descent 
from the above. 

Marchesa Matilde del Gallo di Roccagiovine (1888-1977), by descent from 
the above. 

Oliviero Bucci Casari, Conte degli Atti di Sassoferrato, by descent from 
the above. 

Nobildonna Lorenza Bucci Casari, Contessa degli Atti di Sassoferrat, by 
descent from the above. 

Acquired from the above by the present owner, 2017. 


EXHIBITED: 
(Possibly) Lucca, Esposizione di Belle Arti, August 1809. 





Marie Guilhelmine Benoist, Portrait of Elisa Bonaparte, 
Grand Duchess of Tuscany, circa 1805, Villa Guinigi 
National Museum, Lucca. 
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A MARBLE BUST OF FELIX PASQUALE 
BACIOCCHI LEVOY, PRINCE OF PIOMBINO 
AND LUCCA (1762 -1841) 


BY LORENZO BARTOLINI (VERNIO, 1777 - FLORENCE 1850), 
CIRCA1809 


Inscribed along the chest FELIX 
20% in. (51.5 cm.) high 


$30,000-50,000 £22,000-37000 


€26,000-42,000 


PROVENANCE: 

By repute, Elisa Bonaparte (1777-1820), Villa Ciardi a Villa Vicentina. 
Joseph Bonaparte (1768-1844), by descentfrom the above. 

Zenaide Letizia Bonaparte (1801-54), by descent from the above. 

Julia Charlotte Bonaparte (1830-1900), by descentfrom the above. 
Marchese Alberto del Gallo di Roccagiovine (1854-1947), Villa Ciardi 
from 1913-1919 (erroneously attributed to Antonio Canova), by descent 
from the above. 

Marchesa Matilde del Gallo di Roccagiovine (1888-1977), by descent from 
the above. 

Oliviero Bucci Casari, Conte degli Atti di Sassoferrato, by descent from 
the above. 

Nobildonna Lorenza Bucci Casari, Contessa degli Atti di Sassoferrat, by 
descent from the above. 

Acquired from the above by the present owner, 2017. 


EXHIBITED: 


(Possibly) Lucca, Esposizione di Belle Arti, August 1809. 


| 


| 





Pietro Benvenuti, Portrait of Félix Baciocchi, Palais Fesch: Musée 
des Beaux-Arts, Ajaccio. 




















ELISA AND FELIX AND NAPOLEON 


These magnificent busts of Elisa Bonaparte and Felix Baciocchi owe their 
origins to the particular relationship that its sculptor, Lorenzo Bartolini, 
enjoyed with the Napoleonic regime which governed France and its numerous 
conquered or annexed territories during the first and second decades of the 
nineteenth century. They constitute an important historical record of both 
that relationship itself and of three impressive figures of that era, political 
(Elisa and Felix) and artistic (Bartolini). 


Maria Anna (Elisa) Bonaparte Baciocchi Levoy, Princesse Francaise, Princess 
of Lucca and Piombino, Grand Duchess of Tuscany, Countess of Compignano 
(1777 -1820), was born in Ajaccio, Corsica, the eldest surviving daughter of 
Carlo Bonaparte and Letizia Ramolino, and younger sister of Napoleon 
Bonaparte. As Princess of Lucca and Piombino, then Grand Duchess of 
Tuscany, she was the only sister of Napoleon to possess political power, 
although relations between them were not always cordial. 


Elisa married Felix Pasquale Baciocchi, a Corsican nobleman and formerly an 
army captain, in a civil ceremony in Marseille in August 1797. Napoleon did 
not approve of the match, and Baciocchi, unlike his new wife, was not clever. 
Austrian Foreign Minister Clemens von Metternich, described Baciocchi as 
having an ‘entire want of intellectual faculties.” But he had other qualities and 
was devastatingly handsome. 


On 19 March 1805, Napoleon awarded Elisa the Principality of Piombino, 
which had been French property for some years and, being on the west 
coast of Italy, was of major strategic interest to Napoleon due to its proximity 
to Elba and Corsica. Elisa and Felix (who now rejoined her after a short 
separation) took the titles Princess and Prince of Piombino. In June 1805, the 
oligarchic Republic of Lucca, north of Piombino, which had been occupied by 
France since late 1799, was made a Principality of France and added to Elisa 
and Felix's domain. They set up a court with court etiquette inspired by that 
at the Tuileries. Most of the power over Lucca and Piombino was exercised by 
Elisa, who was very active in their administration. Felix took only a minor role, 
mainly contenting himself with making military decisions for their small army. 
The inhabitants of Lucca, under French occupation, begrudging the loss of 
their independence, had little time for Napoleon, Elisa, or their attempts to 
inculcate French culture and norms in the former republic. 


On 29 October 1807, Napoleon signed the Treaty of Fontainebleau with the 
Spanish court, which transferred Tuscany to France, and, in March 1809 a 
decree established the Grand Duchy of Tuscany, made Florence its capital 
and Elisa its grand duchess. Elisa was not well-received by the nobility of 
Florence, where she now set up court, and Napoleon's own policies regarding 
taxation there as well as her own reforms of the clergy and the convents did 
not enhance her popularity. Elisa and Felix lived apart and took lovers. 


The end came swiftly. With Napoleon facing the allied coalition after his 
disastrous defeat at the battle of Leipzig in October 1813, Joachim Murat, 
King of Naples, the husband of Caroline, sister to Napoleon and Elisa, 
abandoned his brother-in-law and joined the Austrian cause. With the 
impending abdication of Napoleon in April 1814, Elisa, too, was forced to 
desert his cause and protect her own interests for the sake of her family.? 


The Neapolitans captured Massa and Carrara in March 1814. An Anglo- 
Austrian force under Lord William Bentinck captured Lucca soon after, 
forcing the pregnant Elisa to flee on the night of 13 March 1814, travelling 
across Italy in search of asylum. Later, the Austrians detained and imprisoned 
Elisa in the fortress of Brúnn after Napoleon's escape from Elba and return 
to France in 1815. Only when he was decisively defeated at Waterloo later 
that year and exiled to St. Helena, was Elisa freed and permitted to settle in 
Trieste, with the title of Countess of Compignano. Elisa acquired a country 


house, Villa Ciardi in Villa Vicentina near Cervignano (about 35 kilometers - 
22 miles - northwest of Trieste) and financed several archaeological digs in 
the region. She contracted a fatal illness in June 1820, and died on 7 August 
at the age of 43. Felix moved to Bologna, where he had Elisa's remains 
interred in the Basilica of San Petronio. He died in 1841. 


On learning of Elisa's death, only nine months before his own, Napoleon 
commented, ‘There is the first member of my family who has set out on 
the great journey; in a few months | shall go to join her. He confided to 
a companion on St. Helena that ‘[Elisa] was a woman of a masterly mind. 
Had | not been in existence, what is said of the Duchess of Angouléme, that 
she wears the breeches of the family, might with reason be said of her. She 
had noble qualities and a remarkable mind; but no intimacy ever existed 
between us; our characters were opposed to this.* The present bust, a 
lasting and poignant lapidary record of her appearance in three dimensions, 
captures Elisa's physicality and persona at the height of her political and 
dynastic power. 


ELISA AND BARTOLINI 


Born near Prato, in Tuscany, in 1777, the son of a blacksmith, Bartolini 
trained under two separate sculptors, first in Volterra from 1795, and then, 
from 1799 in Paris. He won the Prix de Rome in 1802 and undertook several 
major commissions for the Napoleonic government. In 1814, Bartolini 
followed Napoleon into exile on the island of Elba, before settling in Florence 
sometime after 1815, where his studio attracted large numbers of visitors, 
many of them on the Grand Tour and many of them from Britain, such as 
the 3rd Marquis of Londonderry and the Duke of Devonshire and the local 
‘Florentine’ collector, Prince Anatole Demidoff. 


By 1807, Elisa had appointed Bartolini as director of its sculpture school at 
the Académie des Beaux-Arts at Carrara and also gave him responsibility 
for preparing models for production in the sculpture workshops. And in 
1809 Elisa commissioned Bartolini to create portrait busts of her immediate 
family, including the present busts of Elisa and her husband Felix. This 
commission, which resulted in the present portrait busts amongst others, 
was given at the height of the French Empire, when Napoleon was the 
most famous man in Europe and when his political and military power 
might have seemed unassailable. It was also the year in which Elisa’s own 
status in international circles had been enhanced through her elevation 
by the Emperor to the tile of Grand Duchess of Tuscany (1809), and the 
establishment of her court in Florence. Florence embodied the Renaissance 
and so it was fitting for Elisa to commission portraits of the first family of 
Tuscany and Florence, and to do so in a genre that is inherently linked to 
classical civilization: the bust form, truncated across the chest and below 
the shoulders, and resting on a shaped base (socle), is a conventional format 
that represents the development by the Romans of the Greek sculptural 
portrait. What could be more natural than to invite one of the leading 
sculptors of the day - and the director of her own Accademia no less, born 
in Tuscany and in the same year as the Grand Duchess, and undoubtedly 
empathetic to her and the newly founded dynasty of which she was a part 
- to model those portraits? 


As with the bust of Elisa, the portrait of Felix captures his appearance 
at arguably the most significant moment of his life, shortly after the 
elevation of his wife to the Grand Duchy of Tuscany, and provides a 
lasting memorial in three dimensions of the man who was consort to one 
of the most impressive women in Europe in the first two decades of the 
nineteenth century. 


Please see further catalogue note online. 
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EDWAERT COLLIER 
(BREDA 1642-1708 LONDON) 


A toebakje still life of smoking utensils, a jug and a tall glass 
partly filled with beer 


signed and dated ' ع٠‎ kollier. An? 1664" (lower center) 
oil on panel 
17% x 13% in. (44.4 x 34.5 cm.) 


$100,000-150,000 £73,000-110,000 


€85,000-130,000 


PROVENANCE: 

James Simon, Berlin; Frederik Muller & Co., Amsterdam, 25 October 
1927, lot 16, illustrated, where acquired for 1050 florins by the following, 
with Marcel Wolff, Amsterdam. 

Dowager Lady Nunburnholme; Christie's, London, 31 March 1933, lot 93. 
Samuel Friedenberg (1886-1957), Byram, CT; Parke-Bernet Galleries, 
New York, 23 April 1958, lot 18, where acquired for $275 by the following, 
Dr. Alfred Bader (1924-2018) and Mrs. Isabel Bader, Milwaukee, WI. 

with Salomon Lilian Old Master Paintings, Amsterdam and Geneva, by 1995. 
with Noortman Master Painting, Maastricht, by 2007. 

Anonymous sale; Sotheby's, London, 7 December 2011, lot 243. 

Private collection, Monaco, where acquired by the present owner. 





fig. 1 Jan Fris, Still life with smoking and drinking utensils, present location unknown 
(sold Lempertz, Cologne, 14-16 November 1974, lot 46). 


EXHIBITED: 

Allentown, PA, Allentown Art Museum, Seventeenth Century Painters of 
Haarlem, 2 April-13 June 1965, no. 15. 

Klamazoo, MI, Kalamazoo Institute of Arts, Alfred Bader Collection: 
Seventeenth Century Dutch and Flemish Painting, 8 October-10 November 
1967, 0.7. 

Kingston, Ontario, Agnes Etherington Art Centre, Pictures from the Age 
of Rembrandt: Selections from the Personal Collection of Dr. & Mrs. Alfred 
Bader, 13 October-25 November 1984, no. 31. 

Milwaukee, Milwaukee Art Center, The Detective's Eye: Investigating the 
Old Masters, 20 January-19 March 1989, no. 50. 

Cologne, Wallraf-Richartz Museum, Still life and landscapes of the Golden 
Age, 9 October 2014-29 March 2015, and subsequently on long-term loan. 


LITERATURE: 

N. Vroom, De schilders van het ‘Monochrome Banketje', Amsterdam, 1945, 
pp. 156, 172, and 204, no. 98, illustrated. 

W. Stechow, Selections from the Bader Collection, Milwaukee, 1974, no. 5, 
illustrated. 

N. Vroom, A modest message as intimated by the painters of the 
‘Monochrome Banketje', Schiedam, 1980, ||, p. 43, no. 190, illustrated. 

A. van der Willigen & F.G. Meijer, A Dictionary of Dutch and Flemish Still- 
life Painters Working in Oils 1525-1725, Leiden, 2003, p. 64. 


This early work by Edwaert Collier, executed the year he joined the 
Haarlem painter's guild, belongs to a small group of toebakjesthe artist 
painted in the 1660s and 1670s, another example of which is today in the 
John G. Johnson Collection at the Philadelphia Museum of Art. Each of 
these paintings features a limited number of recurring still life elements, 
including an earthenware jug bearing the arms of Amsterdam, a broken 
brazier, Gouda pipes and a pasglas - a tall glass marked with horizontal 
bands used in drinking games - artfully arranged atop a wooden table. 


Collier's rare toebakjes serve as striking testimony to the fertile sharing 
of ideas between artists working in different artistic milieus. While 
the majority of Collier's work from the 1650s and 1660s suggests the 
prevailing influence of the Haarlem still life painters Pieter Claesz, 
Collier's presumed master, and Vincent Laurensz. van de Venne, here he 
looks somewhat further afield to the Amsterdam still life painters Jan van 
de Velde and, in particular, Jan Fris. The present painting must have been 
known to Fris, who in turn painted a near copy of it the following year (fig. 
1). In 1679, Collier himself executed a second version of this painting with 
slight differences on canvas (sold Lempertz, Cologne, 19-21 November 
1981, lot 34). 
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ABEL GRIMMER 
(ANTWERP 1575-1619) 
Allegory of Summer 


oil on panel, circular 
29% in. (76 cm.) diameter 


$400,000-600,000 £300,000-440,000 
€340,000-510,000 


PROVENANCE: 
Private collection, Belgium, where acquired by the present owner. 


Abel Grimmer is chiefly celebrated for his lively depictions of the 
Monthsand Seasons, and this bucolic vision of the Flemish countryside in 
high Summer is among the finest and most ambitious renditions of the 
subject in his oeuvre. It appears to possibly belong to a now disbursed 
set of the Four Seasons that Grimmer produced in collaboration with 
Marten van Cleve and Gillis Mostaert (see R. de Bertier de Sauvigny, op. 
cit, Brussels, 1990, pp. 91-94, no. 1).Grimmer capitalized on the huge 
popularity for these subjects established by Pieter Bruegel the Elder, 
and many of his works were almost literal copies of prints after Bruegel. 
This composition showcases Grimmer's talent for creating beautifully 
rendered landscapes with complex, multi-figural groups in a striking 
roundel format. The relative calm of the seated group in the foreground 
serves to counterbalance the busy activity of the harvest beyond. There is 
a concord between work and rest, between man and nature, with neither 
appearing to dominate the other, providing a contented pastoral vision 
of late summer. 


Trained in the workshop of his father, Jacob, Abel perpetuated the 
family’s prestigious legacy in the landscape tradition. Jacob made a 
significant contribution to the Netherlandish landscape tradition and is 
credited with being one of the first painters to break with the panoramic 
format that had been pioneered by his predecessor Joachim Patinir. Abel 
ran one of the most prosperous and acclaimed studios in Antwerp at the 
turn of the seventeenth century, producing hundreds of works inspired by 
the example of his father, Bruegel the Elder and Hans Bol, whose popular 
compositions he modified and revitalized. His works often fetched prices 
to rival the paintings of Jan Breughel the Younger. 


The iconography of Abel Grimmer’s Seasonsand Monthsof the year can be 
traced back to the calendar illustrations of Medieval Books of Hours, such 
as the Limbourg brothers’ Tres Riches Heures executed for the Duc de Berry 
circa1411-1416. In these, Saints’ days and other religious feasts were listed 
by month, and on the facing page an artist would illuminate a seasonal 
landscape with a secular activity associated with that time of year. 
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HERMAN SAFTLEVEN 
(ROTTERDAM 1609-1685 UTRECHT) 
A Rhenish landscape with a village festival 


signed in monogram and dated 'HS 1675" (HS linked, lower center) 
oil on panel 
15% x 21% in. (39.5 x 55.4 cm.) 


$120,000-150,000 £88,000-110,000 


€110,000-130,000 


PROVENANCE: 
Anonymous sale; Mak van Waay, Amsterdam, 4 November 1974, lot 241a, 
where acquired by the present owner. 


LITERATURE: 
W. Schulz, Herman Saftleven, 1609-1685: Leben und Werke, Berlin and 
New York, 1982, p.177, በዐ. 198, as Johannesfest in Berglandschaft’. 


Born in Rotterdam to an otherwise unknown painter of the same name, 
Herman Saftleven trained with his father in his native town before 
moving to Utrecht in 1632. In May of the following year he married and 
purchased a house near the city’s St. Pieterskerk, where he resided 
for the remainder of his life. Saftleven became a member of Utrecht's 
painter's guild in 1654, purchased citizenship in the city in 1659 and 


æ لب‎ 





fig. 1 Adam Willaerts, A shipyard, sold Christie's, Amsterdam, 11 May 2005, 
lot 47. 


held various positions in the guild between 1655 and 1667. As a sign of 
success, Saftleven enjoyed the patronage of Alethea, wife of Thomas 
Howard, Earl of Arundel, and organized the sale of a portion of the Earl's 
collection in Utrecht in 1662. He was buried in the Buurkerk in Utrecht 
on 5 January 1685. 


In the early 16505, Saftleven embarked upon the first of several trips 
through the Rhineland. The region's hilly landscape cut by river valleys 
made a lasting impression on the artist, who returned to it in small-scale, 
exquisitely rendered landscapes for the remainder of his career. These 
poetic and refined depictions of the Rhineland established Saftleven as 
one of the most original landscapists of the Dutch Golden Age and earned 
him the praise of contemporaries like the poet Joost van den Vondel, who 
penned several panygerics on Saftleven's work and described him as the 
‘geachten Rijnstroomschilder’ (‘esteemed Rhine river painter’). 


This meticulous painting with rays of sunlight emanating from the sky 
at upper left and numerous figures cavorting in the foreground is among 
the finest and most compositionally complex of Saftleven's Rhenish 
landscapes. Seldom is such a light source explicitly included within 
seventeenth-century Dutch landscapes (see F.J. Duparc, Golden: Dutch 
and Flemish Masterworks from the Rose-Marie and Eijk van Otterloo 
Collection, exhibition catalogue, Salem, 2011, p. 259, under no. 11). 
Perhaps more than any other artist in the period, Saftleven exploited its 
possibilities to full effect, in particular in late works from about 1670 on. 


Wolfgang Schulz described the subject of this painting as a celebration 
of Saint John’s Eve, a festival which begins at sunset of June 23 and 
commemorates the birth of Saint John the Baptist (/oc. cit.). The 
suggestion was no doubt based on the inclusion of the horizontal beam 
to which pine boughs are attached, as it was common to hang various 
perennial plants above doors and windows as a means of keeping witches 
and evil spirits away.Saftleven frequently included similar poles and pine 
boughs in his paintings, often in situations where no celebrations are 
taking place (see, for example, the painting from the same year sold 
in these Rooms, 15 October 2020, lot 4). As with a number of other 
instances in Saftleven's work, the inn at left in this painting appears to be 
gaining an addition. The evergreens may have served as a marker for the 
builders, who, upon reaching the boughs - set at the maximum height of 
the building - were to receive a celebratory drink. A similar marker can 
likewise be seen atop the stern of a ship in mid-construction in a painting 
by Adam Willaerts (fig. 1). 
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JAN BRUEGHEL | 
(BRUSSELS 1568-1625 ANTWERP) 
A landscape with herdsmen driving cattle to a village 


oil on copper 
818 x 10% in. (20.5 x 27.5 cm.) 


$300,000-500,000 £220,000-370,000 


€260,000-420,000 


PROVENANCE: 
Private collection, Europe, where acquired by the present owner 
circa 2000. 


Datable to circa 1600, this early landscape by Jan Brueghel | is striking 
testimony to the degree to which the young painter succeeded in 
transforming his father Pieter Bruegel the Elder’s style into a distinctive 
miniaturist idiom. The composition is based on Pieter the Elder's The 
Return of the Herd from 1565, which represents the months of October 
and November and was one of six paintings depicting the months of the 
year presumably commissioned by the banker and art collector Nicolaes 
Jonghelinck (fig. 1; Kunsthistorisches Museum, Vienna). 





fig. 1 Pieter Bruegel the Elder, The return of the herd (Autumn), Kunsthistorisches 
Museum, Vienna. 
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In the first two decades of the seventeenth century, Jan returned time 
and again to landscape compositions that juxtaposed a close-up view 
of figures along a country road in the foreground with a panoramic 
vista beyond, the two of which were frequently separated, as here, by 
a precipitous drop in elevation. As is typical of his earliest forays into 
this type of landscape, Jan makes dazzling use of the high vantage- 
point and panoramic perspective with a seemingly limitless horizon 
that characterized the Weltlandschaft tradition of earlier artists like 
Joachim Patinir and Herri met de Bles. The illusion of deeply receding 
space is brought about by subtle modulations of color from the earthen 
brown foreground, to the green midground and crisp bluish hues of 
the background. Jan further introduced passages of local color, most 
evident in the warm reds and bright blues of his figure’s clothing. The 
brilliance of his palette and delicacy of his execution earned him the 
sobriquet ‘Velvet Brueghel”. 


Though stripped of the allegorical associations of Pieter the Elder's 
painting, Jan nevertheless succeeds in creating a palpable sense of 
seasonality in this work. The largely bare branches of the foreground 
trees and gray, cloud-filled sky leave little doubt that this is a crisp 
autumn day. Herdsmen equally drive cattle from their summer pastures 
toward one of the two humble structures in the middle ground as 
a means of protecting and keeping the herd warm in winter. The 
prevailing mood is one in which man, animal and nature interact 
harmoniously with one another. 


Dr. Klaus Ertz has previously examined this work at firsthand and 
endorses the attribution to Jan Brueghel |. A copy of his certificate is 
available upon request. 
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JUSEPE DE RIBERA, CALLED LO 
SPAGNOLETTO 

(JATIVA 1591-1652 NAPLES) 

A philosopher (Archimedes?) 


indistinctly signed 'Gius|...] de R[...] / C. [...]' (lower left) 
oil on canvas 
38% x 34% in. (96.8 x 87 cm.) 


$100,000-150,000 £74,000-110,000 


€85,000-130,000 


PROVENANCE: 
Anonymous sale [From a Private Collection]; Christie's, New York, 6 April 
1989, lot 77, as School of Ribera’. 


This painting probably represents Archimedes, arguably the greatest 
scientist and mathematician of ancient history. À number of further 
versions by Ribera and his studio are known, including one of 
somewhat larger size formerly on the Madrid art market (see N. 
Spinosa, Ribera: L'opera complete, Naples, 2006, .م‎ 297, no. A90; 
Madrid, 2008, p. 370, no. A110). Nicola Spinosa has suggested a 
date of circa 1630 or shortly thereafter for this painting, which is fully 
signed at lower left. Ribera was at this time engaged in the production 
of a series of philosophers, geographers and scientists from Classical 
antiquity for the viceroy of Naples, Fernando Enriquez Afán de Ribera, 
3rd Duke of Alcalá. Though the extent of the series is not known, it 
is presumed to be recorded in its entirety in a series of six copies 
previously in the Matarrazzo di Licosa collection, which included a 
painting of this composition (sold Christie's, London, 17 November 
1972, lot 45). On account of the success of this series, Ribera and his 
studio produced replicas to meet market demand in the years that 
followed. That the present painting is an autograph work is evidenced 
by its superior quality when compared with works by studio hands and 
anonymous seventeenth-century copyists. 


It was in the early 1630s that Ribera was at the height of his career. By 
this time he had become the leading painter in Naples, a city that was 
then at the peak of its power, the second largest urban center in Europe, 
alive with artistic creativity and a destination for painters from the rest of 
the Continent. In addition to commissions from local Neapolitan patrons, 
Ribera provided pictures for a burgeoning market of foreign clients who 
were drawn to his dramatic, magnetic naturalism executed with startling 
originality and virtuosity. The intense lighting and focused gaze in the 
present painting brings an immediacy to the composition that is at once 
arresting and engaging. Close parallels can be drawn with Ribera's many 
depictions of apostles and saints from the end of the 16205 and early 
16305 and equally his more humble, somewhat grotesque subjects like 
the portrait ofMagdalena Ventura with her husband and son, known as 
The Bearded Lady, of 1631 (Fundacion Casa Ducal de Medinaceli, on loan 
to the Museo Fundación Lerma, Toledo). 


We are grateful to Professor Nicola Spinosa for his kind assistance in 
cataloguing this picture. A copy of his expertise dated 22 November 
2020 is available upon request. 





PROPERTY FROM AN IMPORTANT EUROPEAN COLLECTION 
37 


GIOVANNI BATTISTA CARACCIOLO, 
CALLED BATTISTELLO 

(NAPLES 1578-1635) 

The Holy Family with the infant Saint John the Baptist 


oil on canvas 
37% x 49% in. (95.5 x 126.5 cm.) 


$300,000-500,000 £220,000-370,000 
€260,000-420,000 


PROVENANCE: 

BTG Stiftung, Liechtenstein, by 1991. 
with Apollo Art Galleries, Vienna, 1992. 
Acquired by the present owners in 1996. 


LITERATURE: 

F. Bologna, Batistello Caracciolo e il primo naturalismo a Napoli, exhibition 
catalogue, Naples, 1991, p. 248, no. 1.33. 

F. Bologna, || primo tempo della pittura caravaggesca a Napoli: 
Battistello e gli altri, Storia e civilta, 1994, p. 245. 

S. Causa, Battistello Caracciolo, Naples, 2000, pp. 202, 306, no. A107, fig. 
308, where the location is erroneously given as Liechtenstein. 








fig. 1 Giovanni Battista Caracciolo, called Battistello, The Madonna and Child with Saint Anne, Kunsthistorisches Museum, Vienna. 


Giovanni Battista Caracciolo, called Battistello, was the foremost painter 
in early seventeenth-century Naples and was celebrated far beyond 
his native city as one of the most important proponents of European 
Caravaggism. Caracciolo trained under the late-Mannerist painter, 
Belisario Corenzio but from early on was influenced by the tenebrism and 
stark naturalism of Caravaggio. Caravaggio worked in Naples in 1606-7 
and again in 1609-10, shortly before his death. Caracciolo would certainly 
have seen Caravaggio's Neapolitan canvases but was possibly exposed 
to his work at an earlier stage, as he may have accompanied Corenzio, 
on a trip to Rome around 1600. In the Eternal City, Corenzio sketched 
Caravaggio's Calling of Saint Matthew in the church of San Luigi dei 
Francesi, which was only partially finished at the time. Caravaggio's bold 
Roman and Neapolitan canvases had a profound impact on the young 
Caracciolo and shaped his artistic language for the rest of his career. 


This beautifully preserved Holy Family with the Infant Saint John the 
Baptist was painted late in the artist's life, around 1630, and represents an 
important example of his mature work. The figures, with their voluminous 
drapery and sculptural form, have a monumental quality and are shown 
three-quarter-length, with the picture plain cropped closely around 
them. These factors, combined with the lowered viewpoint, cause the 
protagonists to dominate and define the space with their own physicality. 
Imposing as they are, the figures have a softness and sensitivity and the 
delicate gestures of the Madonna and direct gaze of the Christ Child lend 
an intimacy to the scene as a whole. 


Stefano Causa and Ferdinando Bologna before him compare this Holy 
Family to the artists Madonna and Child with Saint Anne, similarly 
dated to around 1630, in the Kunsthistorisches Museum, Vienna (fig. 
1; loc. cit.). The poses of the Madonna figures are very similar—forward 
leaning, her left knee raised, head tilted at the same angle and her 


face shown in three-quarter view—but in the present composition she 
holds the bouncing, slightly younger Christ Child securely with both 
hands rather than gesturing with her right. Though both figures have 
comparably strong features with an almost identical nose and mouth, 
the shadow across the left side of the present Madonna's face renders 
her jaw less broad and rounded than that of the Vienna Madonna. Her 
eyes are also different, rounder and closer set, giving a countenance 
that is less stern. 


An otherwise unidentified canvas of the same subject once formed part 
of the collection of the Neapolitan nobleman, Carlo de Cardenas, Conte 
di Acerra and Marchese di Laino. A 1699 inventory, compiled four years 
after the death of the count, describes as item number fifty-four, ‘Un 
quadro di palmi 6 e 6 con cornice indorata entrovi Giesu, la Vergine, S. 
Giuseppe et S. Giovanni mano di Gio. Battistiello Caraccioli’ (A painting 
of 6 by 6 palmi with gilt frame with Jesus, the Virgin, Saint Joseph and 
Saint John hand of Gio. Battistiello Caraccioli see G. Labrot, Italian 
Inventories: Collections of Painting in Naples 1600-1780, Munich, 1992, 
pp. 202-213). While seventeenth-century inventories are of course 
prone to inaccuracies and measurements are not necessarily faithfully 
transcribed, the de Cardenas painting is described as ‘6 e 6 palmi’, 
suggesting it was square in format. Six Neapolitan palmi is equal to 
approximately 62 % in. (158 cm.) and so, if the dimensions were listed 
correctly, it would have been significantly larger than the present Holy 
Family. In 1840, Bernardo De Dominici mentioned another Holy Family 
with Saint John the Baptist, at that time in the collection of the Valletta 
family, Naples (B. De Dominici, Vite dei pittori, scultori ed architetti 
napoletani, Naples, 1840, III, no. 60). Though De Dominici did not provide 
measurements for the Valletta canvas, he described it as a ‘quadretto 
con piccole figure’ (‘small painting with little figures’) which would seem 
unlikely to correspond with the present, largescale canvas. 
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LUDOVICO CARRACCI 
(BOLOGNA 1555-1619) 
Ecce Homo 


oil on canvas, unlined 
20 x 15% in. (50.8 x 39.8 cm.) 


$120,000-180,000 £88,000-130,000 
€110,000-150,000 


PROVENANCE: 

(Possibly) Casa Malvezzi, Bologna, by the eighteenth century. 

Full of pathos and painted with remarkable sensitivity, this Ecce homo is 
a significant recent addition to Ludovico Carracci's oeuvre. 


The existence of such a composition by Ludovico had been known 
through an early, and near identical, copy in Villa Albani in Rome, which 
had long carried an erroneous attribution to Marcello Venusti. This 
was corrected by Federico Zeri, who attributed it instead to Annibale 
Carracci. In 1997, Marco Di Giampaolo attributed it to Ludovico, dating 
the painting to the late 15805 (M. Di Giampaolo, ‘Un "Ecce Homo" di 
Ludovico Carracci', in Scritti per l'Istituto Germanico di Storia dell’Arte 
di Firenze, Florence, 1997, pp. 331-332). This view was again revised by 
Alessandro Brogi in 2001, who considered the Albani picture instead a 
product of the workshop. It was the re-emergence of the present canvas, 
of such outstanding quality, that resolved the question, bringing to light 
Ludovico's prototype. 


The intensity of Christ's expression, together with the richly worked 
details of the crown and the exquisitely-drawn hands, create an image 
of remarkable power. The striking immediacy of the composition, with 
Christ shown close up as his gaze meets the viewer, lends the picture 
an uncanny sense of modernity, almost Expressionist in feel and quite 
typical of an artist capable like few others of ‘incomparable range and 
imagination” (K. Christiansen, ል Late Masterpiece by Ludovico Carracci: 
The Tanari "Denial of St Peter”, The Burlington Magazine, CXLV, January 
2008, p. 22). 


Brogi dates the work to the end of Ludovico's illustrious career, circa 1614- 
16, when he was still one of the leading artists in Bologna, comparing 
it to the Crucified Christ with patriarchs at the Limbo (Santa Francesca 
Romana, Ferrara), the Saint Charles Borromeo at Christ’s tomb (San 
Bartolomeo a Porta Ravegnana, Bologna) and the figure of Saint John 
from the Saint Peter before the Virgin (San Pietro, Bologna), dating from 
1616. Brogi also proposes some possible early provenance for the present 
lot: Marcello Oretti, a writer and painter in eighteenth-century Bologna, 
mentions a ‘Christ crowned with thorns’ by Ludovico in Casa Malvezzi, 
which could possibly be identified with the picture discussed here. 
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ARTEMISIA GEN TILESCHI 
(ROME 1593-1653 NAPLES) 
The Penitent Magdalene 


oil on canvas, octagonal 
3254 x 27% in. (83.2 x 69.8 cm.) 


$300,000-500,000 £220,000-360,000 
€260,000-420,000 


PROVENANCE: 
Private collection, United Kingdom. 
Private collection, Germany, where acquired by the present owner. 


This Penitent Magdalene has recently been added to Artemisia 
Gentileschi's oeuvre, which is replete with depictions of tragic heroines 
and rebellious women. Artemisia's own life story - not unlike her 
subjects - has been too often framed in terms of its tragedy and not its 
triumphs. The dialogue surrounding Artemisia's mature period in Naples, 
when the present painting was completed, has shifted to focus on her 
independence and self-reliance, as new research has revealed more of 
Artemisia's own voice. 





fig. 1 Artemisia Gentileschi, Lucretia, sold Dorotheum, Vienna, 23 October 2018, lot 56. 


By the time Artemisia settled in Naples around 1641, she had already 
overcome the damage caused to her reputation caused by the scandal 
of her rape and the subsequent trial, which ordered Agostino Tassi 
jailed for his crimes. Her marriage to Pierantonio Stiattesi and the favor 
of the House of Medici in Florence helped to rebuild her reputation and 
she gained new patrons during stays in Rome and Venice. When she 
arrived in Naples, she was separated from her husband, financially 
independent and a commercial success in her own right. She set 
up a successful workshop with her only surviving child, Prudenzia, 
where gifted artists including Bernardo Cavallino, Domenico Gargiulo, 
and Onofrio Palumbo became her assistants and collaborators. The 
collaborative activity in her workshop, the incredible demand for her 
works and Artemisia's insistence on invention - claiming in a letter 
to her most important patron of the period, Don Antonio Ruffino, ‘in 
none of my pictures has an element ever been found to be repeated, 
not even a hand - has made it difficult for art historians to identify the 
nature of her production in this period. 


The paintings produced in Naples, however complex, bear a strong 
editorial line. Artemisia focused on the subjects which made her 
famous, capitalizing on the market's desire for a female painter's 
version of Judith, Lucretia, Bathsheba, Susannah or, in the present 
case, Mary Magdalene. The present Penitent Magdalene bears a 
strong resemblance to a figure type used in Artemisia's atelier in the 
1640s, as evidenced by a similar model used for a Lucretiarecently sold 
in Vienna (fig. 1, sold Dorotheum, 23 October 2018, lot 56). The allure 
of Artemisia's Madgalenes is in their inversion of the stereotypical 
depiction of the biblical figure. In her works the usually saintly woman 
is given a new vitality, and the Magdalene in particular became 
a space for invention for Artemisia throughout her career. Earlier 
examples from her oeuvretransform the Saint into an allegory of 
Melancholy and explore the emotional experience of religious ecstasy 
rather than penance. The present Penitent Magdalene continues this 
tradition of inversion and invention. While some of the traditional 
attributes of the Saint are included, she is not depicted as suffering 
for her penance, but rather caught in a moment of hopeful prayer. 
Artemisia's unique approach to her female subjects is what made her 
a commercial success in her own time and what continues to appeal 
to contemporary viewers. 
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PIETRO PAOLINI, CALLED IL LUCCHESE 
(LUCCA 1603-1683) 


An elderly man playing the guitar with a woman and a putto in 
attendance 


oil on canvas, unlined 
7118 x 47% in. (180.6 x 120.9 cm.) 


$300,000-500,000 £220,000-370,000 
€260,000-420,000 


PROVENANCE: 

(Possibly) Alessandro Monsoni, from whom acquired in 1708 by, 
(Possibly) Stefano Conti (1654-1739), Lucca. 

(Possibly) Mansi family, Lucca, after 1750. 

Private collection, Europe, by the early twentieth century, until acquired 
by the present owner. 


LITERATURE: 
P. Giusti Maccari, Pietro Paolini pittore lucchese, Lucca, 1987, pp. 174-175. 





Reverse of the present lot. 








This striking canvas, still to this day unlined, has recently been restored to 
Pietro Paolini's exceptional oeuvre. Although there are differing opinions, 
the canvas might to some be identifiable as the missing picture that 
once formed part of the renowned collection of Stefano Conti in Lucca. 
À painting of the same subject appears, in fact, in an archival description 
that records the purchase of a canvas by Conti in 1708 from Alessandro 
Monsoni, which is described as ‘Un mondone che suona la chitarra con 
una donna a mano dritta e un cupido addietro’. The composition is as 
unusual as it is intriguing, a typically idiosyncratic idea from an artist 
whose reputation as one of the most individual and inventive painters 
of his time is well established. The compelling gaze of the guitar player 
and the playful look of Cupid beyond show that uncanny sense of realism 
which characterizes his work. This strain of realism can be traced back to 
his early development which saw him absorb the influence of Caravaggio, 
having been sent to Rome by his father at sixteen, where he worked 
closely with Angelo Caroselli. 


The depiction of the central figure playing a stringed instrument is not 
coincidental: music was clearly a subject of enduring appeal and intrigue 
for Paolini, with music-making and instruments frequently playing key 
roles in his pictures. He shows craftsmen making violins and tuning 
instruments, he stages concerts peopled with numerous figures and 


paints individuals playing to no audience except the viewer of the picture. 
The repeated treatment of musical subjects was in part a reflection of 
the greater demand for, and production of, stringed instruments in the 
seventeenth century, especially in Tuscany, and in part an exploration of 
the fertile relationship between the visual and musical arts. 


Conti was a wealthy wool and silk merchant, from an important family 
in Lucca, who began collecting pictures in 1704. His collection was 
well documented at the time, becoming a key patron of many artists 
of the era. He was the subject of a study by Francis Haskell, who 
reconstructed much of the collection, documenting some of his most 
important commissions, including a set of four Canalettos painted for 
Conti between 1725 and 1726, noted in the correspondence between 
Conti and the artist Alessandro Marchesini, who acted as his agent 
in acquiring Venetian pictures. It is possible that the present canvas 
moved to the prestigious Mansi collection after 1750, as a picture of 
the same subject is identified as being with the latter family by Nicolao 
Cerù in his Belle Arti in Lucca dal 1753 al presente, before disappearing 
for over two centuries until its recent rediscovery. 


We are grateful to Patrizia Giusti Maccari for endorsing the attribution on 
the basis of photograph and proposing a date of 1635-40. 
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VINCENZO CAMPI 
(CREMONA 1530/5-1591) 
Portrait of a gentleman, half-length, in a black doublet and cloak 


oil on canvas, unlined 
29% x 245 in.(74.3x61.9cm.) 
inscribed with inventory number '29' (on the reverse) 


$60,000-80,000 £44,000-58,000 
€51,000-68,000 


It has not been until relatively recent times that the rich visual culture of 
sixteenth-century Cremona has been explored and fully appreciated. The 
1985 exhibition / Campi e la cultura artistica cremonese del Cinquecento 
offered a detailed overview of a century of innovative and diverse artists, 
with the Campi family at the forefront. Vincenzo was the youngest of 
three brothers, all artists, whom Vasari described as ‘giovane d'ottima 
aspettazione. Vincenzo trained with, and worked alongside, his elder 
siblings, Giulio and Antonio and would become a pivotal figure in the 
development of Lombard painting towards the close of the sixteenth 
century. 


He is now most renowned for his genre pictures, which became 
a remarkable feature of northern Italian art in the later 1500s, a 
phenomenon developed by Bartolomeo Passarotti, Annibale Carracci 
and Campi himself. He began his career, however, working on religious 
commissions in Milan, Cremona and Mantua, as well as producing 
portraits for key patrons. Indeed, one of the first recorded mentions of 
Vincenzo refers to now lost portraits he made of Rudolf Il and Archduke 
Ernest of Austria, who visited Cremona in October 1563 when they were 
still children, and one of his earliest dated works is the 1569 Portrait of 
Giulio Boccamaggiore (Gallerie dell'Accademia Carrara, Bergamo), a 
picture that brims with a sense of realism, displaying characteristically 
spirited brushwork. It is a portrait that can be compared to the present 
canvas, a newly discovered work dating to the early part of Campi's 
career. Confidently handled, it possesses an arresting directness that 
recalls the great traditions of Lombard masters of portraiture such as 
Giovanni Battista Moroni and Lorenzo Lotto, and a keen naturalism 
that foreshadows Caravaggio and the turn toward the Baroque in the 
seventeenth century. 


We are grateful to Marco Tanzi for confirming the attribution on the basis 
of a photograph, and for suggesting that this is an early work by the artist. 
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JOHANN HEINRICH SCHÔNFELD 
(BIBERACH AN DER RISS 1609-1682/3 AUGSBURG) 
A bearded man in armor 


oil on canvas 
24 x 19% in. (61 x 49.2 cm.) 


$60,000-80,000 £44,000-58,000 


€51,000-68,000 


PROVENANCE: 
with Hazlitt, London, by 1967. 
Asbjørn Lunde (1927-2017), New York, by 1969. 


EXHIBITED: 
New York, Finch College Museum of Art, Sixty-Six Paintings in Search of Their 
Authors, 21 November 1969-20 January 1970, no. 20, where unattributed. 


With its spirited execution and prescient sense of Romanticism, this 
newly discovered canvas is a superb addition to the oeuvre of Johann 
Heinrich Schonfeld. Praised for his inventive history paintings and 
singularly refined style, Schonfeld was unquestionably one of the great 
artists of the German baroque, travelling to Italy where he stayed from 
1633 to 1651 in Rome and Naples, before returning to work in Ulm and 
Augsburg until his death. 


The soft articulation of the soldier's features, combined with the picture's 
warm, earthy tones produce a portrait of masterful insouciance. Its 
gracefulness is quite typical of Schonfeld and speaks of the uncanny 
‘weightlessness of his images’, so aptly described by Herbert Pée (in 
‘The Rape of the Sabines by Johann Heinrich Schonfeld’, The Bulletin 
of the Cleveland Museum of Art, LXXIV, no. 9, November 1987, p. 368). 
Although his oeuvre focused in the main on mythological subjects and 
religious compositions, there are examples of depictions of single figures 
elsewhere in his corpus. Close comparison, in terms of technique and 
subject, can be made with the signed portrait of a soldier (formerly 
Koelliker collection, later Brun Fine Art), underlining that this is a rare, 
but not isolated, canvas. Of course, similar such figures, shown full- or 
half-length, can be seen in the work of other Neapolitan artists of the 


early to mid-seventeenth century, who almost certainly influenced 
Schonfeld, notably Salvator Rosa, such as his renowned Self-portrait as 
a warrior (Palazzo Chigi Saracini, Siena). The present canvas was most 
likely produced during Schònfeld's stay in Naples in the 1640s, or shortly 
after his return to Germany in the 1650s. Indeed, the facial type, with its 
typically elongated and elegant features, is similar to the philosopher in 
his Vanitasdrawing in the Staatsgalerie, Stuttgart, with its comparable air 
of melancholy, which is dated to the 1650s. 


Schönfeld’s name was first associated with this canvas by Federico 
Zeri, who tentatively attributed the portrait to the artist in a handwritten 
note on the reverse of a photo in his archive. When the picture was then 
exhibited at the Finch College Museum of Art, a show organized by 
Robert Lee Manning in 1969, its attribution had been lost and it was 
instead listed as an anonymous work. It was leant to the exhibition by 
its then owner, Asbjgrn Lunde, a New Yorker born to Norwegian parents, 
who became one of the great collectors of Norwegian and Swiss 
pictures, particularly landscapes. 


The attribution has been independently confirmed, in private communication 
to the present owner, by Giuseppe Porzio and Riccardo Lattuada. 
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DOMÉNIKOS THEOTOKOPOULOS, CALLED 
EL GRECO 
(CRETE 1541-1614 TOLEDO) 


Portrait of a bearded man, three-quarter-length, holding a 
handkerchief 


signed AOMHNIK[OC] [...]' (lower right) 
oil on canvas 
37% x 27%2 in. (95.8 x 69.8 cm.) 


$400,000-600,000 £300,000-440,000 


€340,000-510,000 


PROVENANCE: 

Private collection, Zimbabwe. 

Private collection, England. 

Anonymous sale; Bonhams, London, 4 July 2012, lot 62, as Venetian 
School, late 16th Century, where acquired by the present owner. 


EXHIBITED: 
Treviso, Casa dei Carraresi, E/ Greco in Italia, metamorfosi di un genio, 
24 October 2015-10 April 2016, no. 50. 


LITERATURE: 

F. Marías, El Greco, Biografía de un pintor extravagante, Nerea, 1997, 
pp. 112, 115, fig. 69; 2nd ed., 2013, p. 114. 

(3. Kientz, Greco, exhibition catalogue, Paris, 2019. 


Experience and intelligence radiate from the eyes of the elderly man with 
a shockingly white beard in this powerful painting by El Greco. Dressed 
in black and set against a dark background, the man looks out at the 
viewer from beneath a furrowed brow. He holds a small white cloth in 
his hand, both a functional object that could be used to dab perspiration 
from his brow, and also a marker of his sophistication and status. From 
a compositional point of view, the handkerchief echoes the brilliant 
highlights of the man's beard, adding a touch of drama and dynamism to 
the portrait. Jose Gudiol, who appears to have been the first scholar to 
identify the painting as by the hand of El Greco, situated the work within 
the Cretan painter's Italian sojourn (unpublished report, 13 June 1978). 
Gudiol considered the work to be a step forward in relation to El Greco's 
1571-72 portrait of his friend, the miniaturist Julio Clovio in the Museo 
di Capodimonte, Naples and stylistically closest to the circa 1570-75 
Portrait of a Gentleman in the Statens Museum for Kunst, Copenhagen. 
As in those two celebrated works, Gudiol observed in our portrait a 
‘perfect objectivity in the drawing and the modelling' and an ‘extreme 
fidelity' in the lines of the sitter's face and hands. Accordingly, the scholar 
suggested that El Greco painted the present work between 1570 and 
1575. This dating aligns with the format of the signature, written in black 
Greek capitals following the rectangular typology favored by El Greco in 
his Italian works as well those he painted in his first years in Spain. Indeed, 
the letters, though somewhat cropped on the right edge, correspond to 
the signature he used in his astonishing Portrait of Vincenzo Anastagi of 
circa 1575 (The Frick Collection, New York). Working from photographs, 
William B. Jordan more recently wrote that he found Gudiol's arguments 
wholly convincing, endorsing the attribution and similarly situating the 
portrait in the artist's early Italian period (private communication, 26 
January 2013). Lionello Puppi dates the portrait more specifically to 


around 1573, noting that it is freely painted with a highly naturalistic 
approach reminiscent of the portraits of Bassano (loc. cit.). The sitter's 
erudite air led Puppi to speculate that the sitter might have been a 
Spanish resident in Rome, whom El Greco later might have encountered 
in Toledo, since he bears a striking resemblance to the elderly man at 
upper left in The Disrobing of Christ (Toledo Cathedral; ibid.). Noting its 
strong Venetian accents, Guillaume Kientz places our portrait just after 
the artist's arrival in Rome, around 1570 (loc. cit.). 


El Greco was born around 1641 in Crete, then a Venetian territory. After 
training there as an icon painter in the Byzantine tradition, he moved 
to Venice, where he became a disciple of Titian (though there is no 
evidence that he actually joined the great master's workshop, as some 
have suggested) and an avid student of Veronese, Jacopo Bassano 
and especially Tintoretto, whose expressive, Mannerist treatment of 
subjects was to have a lasting impact. Rejecting the archaic conventions 
of Byzantine art, El Greco quickly mastered key aspects of Venetian 
Renaissance painting, including the predilection for glowing color and 
dazzling brushwork. Frustratingly, practically nothing is known about El 
Greco's activity during his nearly three-year sojourn in the Serenissima. 
Keith Christiansen has suggested that the young Cretan likely supported 
himself by painting small-scale devotional works (K. Christiansen, ‘El 
Greco in Italy’, in R. Long, ed., El Greco, ambition € defiance, exhibition 
catalogue, New Haven and London, 2020, p. 19). Yet surely portraiture 
was an important component of his output, since when El Greco arrived 
in Rome in 1570, where the present portrait was likely painted, the 
Croatian-born miniaturist Giulio Clovio recommended him to his patron 
Cardinal Alessandro Farnese as a portrait painter: “There has arrived in 
Rome a young Candiot, a pupil [discepulo] of Titian, who in my opinion 
has a rare gift for painting; and among other things, he has done a portrait 
of himself which has astonished all these painters of Rome”. (quoted in D. 
Davis, El Greco's Portraits: The Body Natural and the Body Politic’, in D. 
Davis, ed., El Greco, exhibition catalogue, London, 2003, p. 250). 


Living in the Palazzo Farnese under the cardinal's patronage, El Greco 
soon found himself immersed in the highly educated circle that gravitated 
to the Farnese cardinal's judicious blending of humanism and Jesuit piety. 
There, the artist was introduced to Alessandro Farnese's librarian, the 
renowned antiquarian and bibliophile Fulvio Orsini, and the two would 
form a lasting friendship that went far beyond El Greco’s two-year 
residence - the inventories of Orsini's personal collection reveal that 
he owned no less than seven paintings by the Cretan artist. In fact, 
Fernando Marias notes a vague resemblance between the features of 
the solemn, bearded man portrayed in the present portrait and those of 
Orsini himself. 


El Greco’s Roman sojourn ultimately proved frustrating, despite the 
undeniably powerful works that the artist produced in this period. One 
can only surmise that his failure to succeed in the Eternal City was due 
to the artist's arrogant personality and the prevailing more-conservative 
Roman tastes. Writing shortly after El Greco’s death, the medial doctor 
and connoisseur Giulio Mancini recounts that El Greco ultimately was 
forced to leave Rome after he angered the entire city. Responding 
to the renewed debates about the indecorous nature of the rampant 
nudity in Michelangelo's Last Judgment for the Sistine Chapel, El Greco 
boasted that should the frescoes be removed, he would happily paint 
their replacement for Pope Pius V, and that they would be just as good! 
Unsurprisingly, this declaration made him a social pariah in the Roman 
art world, and he soon left for Spain, settling in Toledo in 1577. 
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BARTOLOMÉ ESTEBAN MURILLO 
(SEVILLE 1618-1682) 


Saint Francis embracing Christon the cross 


inscribed ' OVI NON / RENVNTIAT / OMNIBUS / OVE POSSI / DET / 
NON POTES / MEUS / ESSEDIgl / PULUS' (on the book) and 'JESVS 
NAZARENUS REX / JUDEORUM (on the cross) 

oil on canvas 

49% x 33% in. (125.7 x 84.1 cm.) 


$1,200,000-1,800,000 £880,000-1,300,000 
€1,100,000-1,500,000 


PROVENANCE: 

(Possibly) Alfredo Luis Eusebio Telesforo José Escobar y Ramirez (1857- 
1949), Marqués de Valdeiglesias, Madrid (his initials inscribed on the 
reverse of the frame). 

Private collection, Madrid, by 1988, and from whom acquired by the 
present owner. 





fig. 1 Bartolomé Esteban Murillo, St Francis Embracing Christ on the Cross, Museo 
de Bellas Artes, Seville. Photo: René-Gabriel Ojéda Location:Museo de Bellas Artes, 
Seville, Spain. Photo Credit: O RMN-Grand Palais / Art Resource, NY. 





كب 
= | 
“ሞን‏ 4 | 
ያ +‏ 
b 'ኔ። ማጤ.‏ 
d 1 en‏ 
È ኣ PT ad A de‏ = = 
fan à À ya ኮረ“ 2‏ 
Euer: ۲‏ 
be‏ 
Ti‏ 
ም‏ 
E 1‏ 





TOP: fig. 2 Bartolomé Esteban Murillo, Saint Francis embracing the 
Crucified Christ (recto), The Courtauld Gallery, London. Copyright: O The 
Samuel Courtauld Trust, The Courtauld Gallery, London. 


BOTTOM: fig. 3 Johannes Wierix, {Saint Francis of Assisi embracing Christ 
on the Cross}, Rijksmuseum, Amsterdam. 


In 1665, Bartolomé Esteban Murillo was hired by the Capuchin monks 
to design and execute an extensive decorative cycle for the Capuchin 
convent of Seville. From the last months of that year and well into the 
next, Murillo lived on site at the convent. The project, comprising some 
eighteen canvases, was the most ambitious of the artist's career and 
resulted in one of the greatest pictorial cycles of seventeenth-century 
Spain. The Napoleonic invasion led to the dispersal of the cycle in 1835, 
but in 2017 it was finally reunited for an exhibition at the Museo de 
Bellas Artes, Seville, which is now home to the majority of the Capuchin 
canvases (for more on the cycle as a whole, see V. Marqués Ferrer et al., 
Murillo y los capuchinos de Sevilla, Seville, 2017). 


Published here for the first time, this superb Saint Francis Embracing 
Christ on the Crossis an autograph versionof the celebrated, largescale 
canvas from the Capuchin cycle (fig. 1), now in the Seville museum, which 
originally hung in a chapel to the right of the church's nave. Enrique 
Valdivieso González, who has examined this painting firsthand, believes 
it to be a ricordo painted by Murillo and remarked on its excellent quality, 
stating that patrons requesting versions of such a high profile painting 
would desire it to be of a quality as high as the original (letter of expertise, 
dated 3 August 2020, a copy of which is available upon request). The paint 
surface is beautifully preserved, allowing a full appreciation of Murillo's 
fluid, confident brushwork and masterful portrayal of human anatomy. 


Curiously for a ricordo, x-ray examination revealed numerous alterations 
to the composition, evidence that the artist continued to change his mind 
as he rethought the composition of the finished painting. Murillo appears 
to have modified the position of Saint Francis’ hands, initially having them 
grip tighter around Christ's waist before loosening them. He reworked 
the angle of the putto's face, lifting the chin and making it less elongated, 
and altered the fold of the pages in the book. The heads of three further 
putti, which were painted over and omitted from the finished work, 
appear in the x-ray by Christ's waist. Most interesting though, is the 
appearance of a hand with closed fingers on the lateral beam of the 
cross. The artist seems to have initially depicted Christ's fingers clenched 
around the nail, before changing his mind and relaxing the hand open. 
Why Murillo might rethink and rework a composition already so familiar 
to him, only to come to the same conclusions seen in the prime Capuchin 
painting is not clear. Such experimentation might be expected in a 
preliminary work, or even in the finished prime, but is unusual in a later 
version. It is tempting to believe, then, that this autograph canvas might 
perhaps represent a highly refined modello, executed for the Capuchin 
monks in advance to illustrate Murillo's intention for the finished work. 
Without further in-depth study, however, such a theory must for the 
moment remain hypothetical. 


An initial idea for Saint Francis Embracing Christ on the Crosss urvives 
today in the form of a freely expressed black chalk drawing in the 
Courtauld Institute, London (fig. 2). The drawing's unfinished nature 
is rare for the artist and shows him thinking through the composition. 
He worked through two options for the position of the globe beneath 
the saint's feet, pressed his face against Christ's torso and changed 
the arrangement of the putti.Most interesting, perhaps, is that close 
inspection of the drawing appears to show Christ's proper left hand 
closed, as it appears in the x-ray of the present painting. No intermediate 
drawings that may have led Murillo from the Courtauld sketch to his 
finished painting are known. 


For his composition, Murillo took inspiration from a variety of sources. 
The overall arrangement appears to derive from an earlier print of the 
same subject by Johannes Wierix (fig. 3). It is possible that the Capuchin 
monks possessed a copy of the print and requested Murillo use it as the 





X-ray of the present lot. 


basis for his treatment of the subject. Wierix's composition similarly shows 
Saint Francis with his arms clasped around Christ, who reaches down 
to embrace him in return. The print includes an inscription, Sic capit et 
capitur repetiti fervor amoris atque duplex uno sanguine gaudet amor, which 
translates roughly as ‘Thus, the ardor of shared love seduces and merges 
into a single blood’. It is this sentiment, perhaps more than the composition 
itself, that Murillo appears to have absorbed and conveyed so successfully 
through his choice of iconography. The subject relates to a legendary 
moment in the life of Saint Francis as recounted by Saint Bernard, in 
which Francis encountered Christ on the cross during a mission to Calvary. 
Saint Francis was compelled to embrace Christ, who, anticipating Francis’ 
intention, reached down from the cross to return his embrace. 


The intimacy of the gestures and the reciprocity of touch between the 
human and the divine underlines the message of ‘shared love’ conveyed in 
the inscription to Wierix's print. lt was precisely this divine reciprocation 
that led to the painting's success. The intimacy and familiarity of the 
subject diverged from the overt drama invoked by most contemporary 
Sevillian painters. Viewers were struck by the humanity of the scene 
which lent itself perfectly for domestic contemplation. This, matched 
with the city of Seville's devotion to Saint Francis, led to numerous 
requests from Murillo's private patrons for autograph versions and copies 
on a smaller scale. 


Saint Francis rejected all material possessions to dedicate himself 
entirely to God and thus is depicted barefoot, in his signature rough 
habit, and rests his foot on a globe, in an expression of disdain for earthly 


goods. The saint's renunciation of all things material is validated in the 
words of Christ from the Gospel of Saint Luke, presented on the pages 
of a book held aloft by two putti at right: Quí non renuntiat omnibus quae 
possidet non potest meus esse discipulus (...those of you who do not give 
up everything you have cannot be my disciples').Christ's wounded hand 
lies on the coarse fabric of the habit, while the monk's own hands press 
against Christ's luminous flesh. Through his expert handling of textures, 
Murillo signals their fraternal love while retaining the divide between the 
humble human and the divine. 


Murillo's position as one of the foundering members of the Academia 
de Bellas Artes brought certain privileges. He was exempt from laws 
prohibiting the study of anatomy and was permitted to work using live 
models for his nudes. As Peter Cherry asserts, however, by this point 
in his career Murillo would likely not have felt constrained to draw the 
figure of Christ from life but would instead have improvised. Of the 
Seville painting Cherry writes, “This figure was probably drawn directly 
from Murillo's imagination and it abides by the convention of weightless 
elegance for this subject, without the stresses of a realistic depiction 
of action. Once again, the anatomical information necessary for such 
a familiar image as this would have been so well known to Murillo that 
he could recall it at will.” (P. Cherry, “The Murillo Drawing Academy, 
in Bartolomé Esteban Murillo (1617-1682): Paintings from American 
Collections, exhibition catalogue, Fort Worth, 2002, p. 60.) 


This lot is accompanied by a letter of expertise by Enrique Valdivieso 
González, dated 3 August 2020, a copy of which is available upon request. 
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A FRUIT WOOD CORPUS FIGURE 


PROBABLY GERMAN, SECOND HALF 17TH CENTURY 


13% in. (33.5 cm.) high, overall 


$20,000-30,000 ۶15000-202 0010 
€17,000-25,000 


The Southwestern German and Alpine workshops have excelled, 
since the Middle Ages, in carving small religious and secular figures, 
often contrasting the intensely-detailed carving with lustrous polished 
surfaces. The dense grain of these woods, boxwood and pear being the 
most desirable, allowed for this technical tour-de-force carving, such as 
in the present figure’s hair and the tendrils hanging from the left side 
of his face, which fall free from the face and are both gorgeous and 
incredibly fragile. Additionally, the polished surfaces are deceptively 
simple as they reveal a full understanding of the complex anatomy of the 
underlying endoskeleton. This figure, large and powerfully emotive, is a 
very handsome example of this tradition. 


And while it relates to many of the figures produced by the Schwanthaler 
dynasty of wood carvers, who worked from the Baroque to the 
Biedermeier, specifically Johann Franz Schwanthaler (1683-1762), this 
figure has no obvious attributes that can specifically link the present 
figure to their workshops. 
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A BRONZE FIGURE OF VENUS VICTRIX 


PROBABLY FLORENTINE, CIRCA 1640 


15% in. (39.5 cm.) high 


$60,000-100,000 £44,000-73,000 


€51,000-85,000 


PROVENANCE: 

Marquise de Leopardi, Macerata. 

Marquis of Ceccaroni Morotti Foligno, Umbria, acquired from the above, 
mid 19th century. 

Acquired from the above by the previous owner, 1980s. 


COMPARATIVE LITERATURE: 

C. Avery, “Hubert Le Sueur, the ‘Unworthy Praxiteles’ of King Charles |,” 
The Volume of the Walpole 

Society, Vol. 48 (1980-82), pp. 135-209. 

G. Bresc-Bautier, "L'activité parisienne d’Hubert Le Sueur, sculpteur du 
roi (connu de 1596 a 1658," 

Bulletin de la Sociétéde l'Histoire de l'Art Francais, 1985 (pub. 1987), pp. 
35-54. 

G. Bresc-Bautier, cat. nos. 44, 45 and 50, pp 176-9. and 190-191, in 
Castelluccio, Stéphane. "Les 

bronzes de la Couronne sous l'Ancien Régime," Les bronzes de la 
Couronne, Paris, 1999, Cat. Nos. 169, 

182, pp. 124131. 

P. Evelyn, “Hubert Le Sueur's Equestrian Bronzes at the Victoria and 
Albert Museum,” The Burlington 

Magazine, February 1995, pp. 85-92. 

J. Auersperg, “A Diana,” cat. no. 27, European Bronzes, Daniel Katz, 
London, 1998, p. 60-61. 

P. Wengraf, “Francesco Fanelli & Sons in Italy and London, on a Grander 
Scale,” in European Bronzes 

from the Quentin Collection, eds. M. Leithe-Jasper and P. Wengraf, New 
York, 2004. 

G. Bresc-Bautier, Cast in Bronze, French Sculpture from Renaissance to 
Revolution, eds. G., Bresc- 

Bautier, and G. Scherf with J. Draper for the English edition, Paris, 2009, 
p.179. 


The bronze statuette presented here portrays, according to the 
inscription on the previous base, the Roman goddess of love, Venus. 
Her upper body is slightly turned to the left and her arms cradling a no- 
longer-extant object, which might have been a spear or flaming torch. 
Both the inscription and the figure's pose confirm that the goddess is 
portrayed in the guise of Victrix. It is one of a four similar figures, two of 
which have a dog at their feet, which have until now been identified as 
Dianaand related to the Apollo now in the collection of the Los Angeles 
County Museum of Art. These figures have variously been attributed to 
Ferdinando Tacca, Hubert Le Sueur and Francesco Fanelli. 


The Venus Victrix here is not based on any individual antique prototype 
but appears instead to be a work of the artist's own invention. And the 
iconographical significance of the Venus Victrix composition is also 
somewhat ambiguous. 


In 1910 a bronze identical to the one presented here other than a small 
dog sleeping at the figure's feet and on a taller plinth with no inscription, 
was identified by Wilhelm von Bode as a Diana produced by a Flemish 
sculptor in circa 1650.' The figure was at that time in the Pierpont 
Morgan Collection, having come from the Alphonse Kahn Collection 
in Paris. lt is today in the Frick Art Museum in Pittsburgh, named as 
Diana and attributed to Ferdinando Tacca by both Anthony Radcliffe and 
Charles Avery.? A second bronze of the same composition - Diana this 
time identified by a crescent moon pinned to the top of her head - and 
also attributed to Tacca, was sold from the Hatvany Collection in 1980.* 
A third very refined cast, identical to our own (with no dog) except for 
being on a wood plinth without inscription, was sold by the Daniel Katz 
gallery in 1988. This figure, identified by Johannes Auersperg as Diana 
and attributed to Hubert Le Sueur, was formerly in the collection of Leo 
Solon.* A fourth, less refined cast, again with a dog, a pin indicating that 
she must have at some stage worn a crescent moon, and on a wood 
plinth, was recently exhibited at TEFAF as after a model by Ferdinando 
Tacca or Francesco Fanelli. 


In 1980, Radcliffe linked these figures to a male bronze of similar size, 
style and facture, carrying a lyre, dagger and quiver of arrows, and 
with his right foot on the head of a fierce long-haired dog. Radcliffe 
identified this figure, which is now at the Los Angeles Museum of Art, 
as Apollo and attributed it, like the Frick Diana, to Ferdinando Tacca.f 
Radcliffe's judgement that the Apollo was made as a pair with the 
Dianas listed above has been accepted by other scholars such as Avery 
and Patricia Wengraf.’ 


The aesthetic roots and attribution of the Venus Victrix may remain 
uncertain. There are multiple and serious indications that the bronze 
could be attributed to either Hubert Le Sueur and Francesco Fanelli - 
both brilliant rivals working at the court of Charles | in England - or to 
Ferdinando Tacca or one of his followers working at the Medici court in 
Florence. Ultimately, however, the Venus Victrix presented here is a work 
of great beauty and originality, no matter what her origins. 


1 W. Bode, Bronzes of the Renaissance: Catalogue of the Pierpont Morgan Collection, 
Paris, 1910, II, no. 166, plate CXV. 

2 A. Radcliffe, “Ferdinando Tacca, the Missing Link in Florentine Baroque Bronzes, “ 
in Kunst des Barock in der Toskana, Munich, 1976, note 21; C. Avery, Renaissance and 
Baroque Bronzes in the Frick Art Museum, Pittsburgh, 1993, no. 21. 

3 The current whereabouts of this figure is unknown. It had come originally from the 
Hermitage Museum in St Petersburg, and went to the Hatvany Collection in a sale at 
Peel and Humpris Ltd in 1963. 

4 J. Auersperg, European Sculpture, Daniel Katz, London, 1998, cat. No. 27. 

5 The figure was being sold by Yates, Trebosc, van Lelyveld at TEFAF, March 2015. 

6 This bronze was previously in the Minneapolis Museum of Arts, and before that had 
been sold as an Apollo attributed to Ferdinando Tacca at David Peel & Co., London in 
1970 (Cat. No. 2). 

7 C. Avery, Renaissance and Baroque Bronzes, .م‎ 86; P. Wengraf, European Bronzes from 
the Quentin Collection, New York, 2004, p.36. 
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JUSEPE DE RIBERA 
(JATIVA, VALENCIA 1591-1652 NAPLES) 
A young woman tearing out her hair (Tamar?) 


oilon canvas 
34 x 29% in. (86.2 x 75.5 cm.) 


$200,000-300,000 £150,000-220,000 


€170,000-250,000 


PROVENANCE: 

Frederick J. Schwartz, Munich, by 1982. 

Anonymous sale; Sotheby's, New York, 14 October 1999, lot 126, as 'Circle 
of Jusepe de Ribera’. 


LITERATURE: 
N. Spinosa, Ribera, l'opera completa, Naples, 2003, p. 314; 2006, .م‎ 343, 
as a workshop replica. 


This powerful painting is a newly identified work from Ribera's maturity. 
Prior to its recent cleaning it had been considered (on the basis of 
photographs) a workshop replica of a painting in the Musée Bonnat, 
Bayonne, one somewhat larger than the present work (103 x 84 cm.) 
signed and dated 'Jusepe de Ribera F. 1638". Like the present work, its 
subject has remained unidentified, although it had been conjectured that 
the ‘desperate woman’ of the provisional title was a Biblical heroine. A 
likely candidate would be Tamar, the daughter of King David, whose rape 
and humiliation by her half-brother Amnon is relayed in the second book 
of Samuel (13:14-19): 


But he would not hearken to her prayers, but being stronger overpowered 
her and lay with her. Then Amnon hated her with an exceeding great hatred: 
so that the hatred wherewith he hated her was greater than the love with 
which he had loved her before. And Amnon said to her: Arise, and get thee 
gone. She answered him: The evil which now thou dost against me, in 
driving me away, is greater than that which thou didst before. And he would 
not hearken to her: But calling the servants that ministered to him, he said: 
Thrust this woman out from me: and shut the door after her. And she was 
clothed with a long robe: for the king's daughters that were virgins, used 
such kind of garments. Then his servant thrust her out: and shut the door 
after her. And she put ashes on her dead, and rent her long robe and laid 
her hands upon her head, and went on crying. 


The unusual attributes of Ribera's Desperate Woman correspond with 
the description of Tamar. The subject of our painting is not only in 
tears, but her face is streaked with blood, evidence of a violent assault. 
Her left hand pulls on her own hair as her right clutches the robe that 
is so brilliantly painted in an almost abstract pattern. While there are 


several depictions of Amnon's rape of Tamar in Baroque painting ፦ 
such as those by Guercino (National Gallery of Art, Washington) and 
Molinari (High Museum, Atlanta) - representations of Tamar alone 
after the rape are infrequently encountered. Strikingly, James Joseph 
Tissot's Desolation of Tamar of about 1900 (Jewish Museum, New 
York) portrays the subject in a near-identical pose, with her right arm 
clutching her robe across her chest, while she tears at her hair with her 
left hand, her elbow similarly extended. 


Whether or not the painting indeed portrays Tamar, it is one of several 
representations of extreme human emotion and personal turmoil which 
Ribera treated throughout his career. In style as well as subject it can 
be compared with paintings of the late 1630s, such as the Sense of 
Hearing of 1637 (private collection, UK) or the Old Usurer (Museo del 
Prado, Madrid) of 1638. A dating in those years, roughly contemporary 
with the Bayonne painting, seems likely for the present work. Dr. Nicola 
Spinosa, who studied the painting in person following a recent cleaning, 
has confirmed Ribera's authorship and dates it to the late 1630s (written 
communication, 6 December 2015). In addition to the paintings cited 
above, he notes affinities with other paintings of the period, including the 
Astronomer in the Worcester Art Museum, the Mater Dolorasa at Kassel, 
the St. Paul the Hermit in the Walters Art Gallery and the Prophets in 
the side chapel lunettes of the Church of the Certosa di San Martino in 
Naples. Here, as in those paintings, Ribera employs 'a rigorous definition 
in naturalistic terms of forms and volumes, of highly charged physical 
features and accentuated expressions, of somber and pallid tonalities 
- all serving directly to convey the desperate and painful condition of 
the protagonist who has suffered through violence and violation’. The 
attribution to Ribera was similarly endorsed by the late Prof. José Milicua. 
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LUCA GIORDANO 
(NAPLES 1634-1705) 
The Adoration ofthe Shepherds 


signed JORDANUS F. (lower center) 
oil on canvas 
68% x 6154 in. (173.4 x 207.6 cm.) 


$300,000-500,000 £220,000-360,000 


€260,000-420,000 


PROVENANCE: 
(Probably) Baltasar Patiño y Rosales (1666-1733), Marqués de Castelar y 
Conde de Belveder, and by descent. 


Painted on a grand scale, this unpublished and finely preserved canvas is 
a significant addition to the pictures produced by Luca Giordano during 
his stay in Spain, from 1692 until 1702, where he served as court painter 
for King Charles II. 


Born to an artist father, who may himself have worked under Ribera, 
Giordano's early biographers present a picture of a self-taught talent, 
who is not mentioned as being schooled in the workshop of a master, 
but who instead sharpened his skills by copying paintings, frescoes 
and sculptures in the churches and galleries around Naples, and then 
later in Rome. An apprenticeship under Ribera has, nonetheless, been 
hypothesized. His acquired sobriquet, Fa Presto, has given succor to the 
appealing idea of the self-educated genius or effortless dilettante, of a 
man blessed with innate skill, intuitive in design and capable of bravura 
in execution. Yet if this schooling suggested that he was to be an outsider, 
then his career told a very different story: he became an artist of the first 
rank, welcoming major commissions from his native Naples, from Venice 
and Florence, and also from Spain, where he executed decorative cycles 
in Toledo's cathedral and at the Escorial. 


On the reverse of the picture a label bears the name ‘Muguiro’, 
undoubtedly a reference to the lineage that descends directly from the 


Patino y Rosales family, Marques del Castelar y Conde de Belveder. 
Baltasar Patino y Rosales, known in Italy as Giuseppe Patino (1666-1733), 
was a Spanish diplomat, soldier and politician with strong family ties to 
Italy, whom the king had given the title of Marqués de Castelar y Conde 
de Belveder in February 1693, shortly after Giordano had arrived in 
Madrid. It seems possible, therefore, that this large canvas was perhaps 
commissioned on the occasion of the prestigious noble investiture of 
Balthasar Patiño by Charles Il. The use of the precious ultramarine 
pigment for the Madonna's mantle, wonderfully preserved, speaks for the 
importance of the commission. 


Numerous comparisons, in terms of both composition and painterly style, 
can be made with royal commissions painted in Madrid in the final decade 
of the seventeenth century, some of which are now in the Prado Museum. 
Particularly striking is the relationship with Giordano's Adoration of the 
Shepherds now in the Louvre Museum, Paris, dated 1688-90 and painted 
in Naples for the Camara de la Reina in the Royal Palace in Madrid. This 
painting was considered to be a study for a larger version which has 
been assumed to be the canvas now in the Kunsthistorisches Museum, 
Vienna. A comparison with the latter, and the other works in the cycle 
now in Vienna (which also probably originated in one of the Spanish royal 
palaces), allows us to appreciate the fine quality of the present lot. 
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JEAN BARBAULT 
(VIARMES, NEAR CHANTILLY 1718-1762 ROME) 


A pastoral scene with a boy offering a shepherdess doves in 
arocky landscape; and A pastoral scene with two musicians 
serenading a shepherdess 


oil on canvas 


53% x 38% in. (135.3 x 98.4 cm.), each a pair 


$200,000-300,000 £150,000-220,000 


&1/0,000-250,000 


PROVENANCE: 

Oskar Guhl (1870-1937), Zürich; Galerie Fischer, Lucerne, 26 August-3 
September 1938, lot 1630 a/b, as Huet, where jointly acquired by, 

Galerie Fischer and A. Seligmann. 

Hilda Boldt Weber (1885-1951), Santa Barbara, CA, by 1941, and from 
whom acquired in 1949 by, 

Conrad Nicholson Hilton (1887-1979), Bel Air, CA, and by descent to, 
Barron Hilton (1927-2019), Bel Air, CA, from whose estate acquired by the 
present owner. 


Among the many French painters who made careers for themselves in 
Italy in the middle of the eighteenth century, Jean Barbault was one of the 
most agreeable and original. Born in 1718 in a village in the lle-de-France, 
Barbault's life prior to his arrival in Rome in 1747 is unrecorded, apart 
from his having apprenticed as a painter with Jean Restout in Paris, and 
competed unsuccessfully for the Prix de Rome in 1745. He seems to have 
travelled to Italy at his own expense and supported himself by working 
as an engraver. (He executed more than 500 prints throughout his life, 
some quite celebrated, and many in the style of Piranese, with whom he 
collaborated.) Despite his unheralded arrival in the city, he was quickly 
taken up by Jean-Francois de Troy, the influential Director of the French 
Academy in Rome, who gave the artist his first important commission. An 
‘Oriental’ theme had been chosen by the Academy for its annual Carnival 





figs. 1 and 2 The present lot in the drawing room of Casa Encantada, Los Angeles. 


in 1748, and De Troy asked Barbault to memorialize the event in twenty, 
small-scale, full-length oil sketches of the young pensonnaires in their 
extravagant masquerade costumes. Like the participating students who 
assumed fantastical ‘Turkish’ dress, Barbault himself went as an Officer 
of the Sultan's Guard. The series of witty and imaginative paintings 
was widely admired - Barbault would replicate many of the individual 
canvases for the market - and he was rewarded with admission to the 
Academy as a pensionnaire in the autumn of 1749. 


His reputation quickly established with the ‘Turkish Carnival’ series, 
Barbault found success as a painter during his first years in Rome, based 
mainly on the sale of paintings of costumed figures, usually in colorful 
local or regional Italian dress. Subjects such as ‘La Vénitienne”, the 
‘Peasant Woman of Frascati’ and the "Young Woman in Neapolitan Fashion’, 
found such favor that he frequently repeated them in multiple versions to 
meet demand. Sets of them were sought after by distinguished collectors 
such as the Marquis de Marigny, Madame de Pompadour's younger 
brother, who acquired a series of Barbault's costume pieces in 1750 when 
he visited Rome on his Grand Tour. 


The present pair of charming pastoral decorations have only recently been 
recognized as works by Barbault, although they are entirely characteristic 
of his hand, if larger in size and more ambitious in design than most of 
his paintings. For much of the twentieth century they have sheltered 
under a misattribution to Jean-Baptiste Huet (1745-1811), a specialist in 
pastoral genre scenes in the manner of François Boucher. Beautifully 
preserved and deftly, fluidly executed, the paintings display the creamy 
brushwork, airy atmosphere, evocative Italianate setting and seductive 
coloration that is typical of Barbault's finest works of the 1750s. The 
attribution of the present paintings to Barbault can be confirmed by the 
close correlation between the kneeling boy who presents a pair of doves 
to his reclining sweetheart in one of the pendants, to an almost identical 
couple who appears in one of a pair of small oil sketches by Barbault that 
was formerly in the Champalimaud collection (sold, Christie’s, London, 6 
July 2005, lot 30), paintings which themselves had long been attributed 
to Huet, and subsequently to Louis-Joseph Le Lorrain (1715-1759). The 
attribution to Barbault of the ex-Champalimaud pictures was made by 
Nicolas Lesur based on their direct relationship to two preliminary black 
chalk drawings for the sketches that are signed ‘Barbot’ in the Wallraf- 
Richatz Museum, Cologne. (For the Champalimaud paintings and the 
related drawings in Cologne, see N. Lesur in the exhibition catalogue Jean 
Barbault, 1718-1762: Le théâtre de la vie italienne, Musée des Beaux-Arts, 
Strasbourg, 2010, p. 148, nos. 60 and 61). 


For much of the twentieth century, Barbault's paintings decorated the 
drawing room of ‘Casa Encantada’, an opulent 60-room mansion at 
10644 Bellagio Road in Bel Air (Los Angeles) designed in 1939 by T. J. 
Robsjohn-Gibbings (business partner of Charles Duveen) for Mrs. Hilda 
Boldt Weber (fig. 1 and fig. 2). Mrs. Weber sold the house, fully furnished, 
in 1950 to Conrad Hilton, the hotel magnate, who described it as ‘one 
of the fabulous houses of the world'. Since Hilton's death in 1979, the 
paintings have remained the property of his heirs. 
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PROPERTY FROM A DISTINGUISHED PRIVATE COLLECTOR 
50 


ADRIEN MANGLARD 
(LYON 1695-1760 ROME) 


A Mediterranean harbor scene with sailors and other figures on 
the docks beside a ruined fortress 


indistinctly signed(?) and dated(?) 'M[...] and '17..' (center left) 
oil on canvas 
54% x 101% in. (138.4 x 258.8 cm.) 


$400,000-600,000 £300,000-440,000 
€340,000-510,000 

PROVENANCE: 

Anonymous sale; Sotheby's, New York, 28 January 2000, lot 94, where 

acquired by the present owner. 


Born in Lyon to a painter of modest abilities, Adrien Manglard trained 
with Frere Imbert in his native city before traveling to Rome in 1715. In 
the Eternal City, Manglard received additional training in the studio of the 
marine painter Bernardino Fergioni. Manglard’s precocious abilities were 
recognized early on by the sculptor Pierre Legros, who acquired two of his 
seascapes before 1719. Further prestigious commissions were to follow, 
including from Victor Amadeus II, Duke of Savoy and King of Piedmont in 
1726; Philip, Duke of Parma in 1759; and the Rospigliosi family in Rome. 
Manglard was approved (agréé) by the Académie Royale de Peinture et de 
Sculpture in Paris in 1734 and was received (recu) as a full member two 
years later. He was accepted for membership in the Accademia di S Luca 
in Rome in 1735. His style seamlessly integrated Northern realism with 
the classical idealism of Claude Lorrain and proved decisively influential 
upon his protégé, Claude-Joseph Vernet. 


On the left side of this painting, Manglard included the tomb of Caecilia 
Metella, daughter of the consul Quintus Caecilius Metellius Creticus and 
wife of the quaestor Marcus Licinius Crassus, elder son of the triumvir 
Marcus Licinius Crassus. The mausoleum, which dates to the 151 century 
B.C., has been transferred from its location at the three mile marker of the 
Via Appia to become a bastion along the seashore. Manglard included 
the monument in a number of compositions. Sylvia Maddalo identified 
five additional paintings in which it appears, one in the Galleria Doria 
Pamphilj, Rome; another in the Kunsthistorisches Museum, Vienna; and 
three in private collections (see S. Maddalo, Adrien Manglard (1695-1760), 
Rome, 1982, pp. 104-106, nos. 15-19). The present painting, which was 
unknown to Maddalo, is Manglard's largest, measuring 54% x 101% in. 
(138.4 x 258.8 cm.). The monument also features in a nearly identical 
position, viewed in reverse, in an etching from Manglard's Diverse 
Compositioni e Vedute inventate ed intagliate da Adriano Manglard, a 
series of thirty-two prints executed in 1753-54. 





PROPERTY FROM A FRENCH PRIVATE COLLECTION IN TOURRAINE 
51 


JEAN-BAPTISTE SIMEON CHARDIN 
(PARIS 1699-1779) 
A mallard and a bitter orange 


signed 'chardin' (lower right) 
oil on canvas 
31% x 25% in. (80 x 65 cm.) 


$1,500,000-2,500,000 21.100,000-1,809,900 


€1,300,000-2,100,000 


PROVENANCE: 

(Possibly) Maurice-Etienne Falconet (1716-1791), Paris, sculptor at the 
Royal Academy in Paris (according to a label on the reverse), and by 
descent to his daughter-in-law, 

(Possibly) Anne-Marie Falconet, née Collot (1748-1821), Paris and St. 
Petersburg, sculptor at the Russian Imperial Academy of Arts, and by 
descent to her duaghter, 

(Possibly) Marie-Lucie Falconet, baroness of Jankowitz (1778-1866). 
Private collection, France, since at least 2000, where acquired by the 
presentowner. 


According to the - no doubt somewhat embellished - story told by the 
engraver and French Academy historiographer Charles-Nicolas Cochin 
(1715-1790), Chardin apparently came to the attention of Nicolas de 
Largillière (1656-1746), chancellor of the French Academy, while trying 
to pass off his paintings as Flemish. One day in 1728, Largillière visited 
the young Chardin, eager to see the famous works of a modest painter 
who was becoming the toast of Paris. Chardin, portrayed as somewhat 
mischievous by Cochin, is said to have displayed his paintings in the 
front of his apartment, while he waited for Largillière in the back. The 
chancellor described the canvases in the front room as de très bons 
tableaux. [...]›. Sürement de quelque bon peintre flamand. C'est une 
excellente école pour la couleur que celle des Flandres [very good 
paintings. [.... They must be by a great Flemish painter. The Flemish 
school is excellent for colour.]l' When Largillière then asked to see 
Chardin's work, our painter apparently replied that he already had and 
that he had just commented on them. The almost deceitful anecdote 
does not really fit with the reserved personality of the painter and can be 
more easily attributed to Cochin's own playful nature. But apocryphal or 
not, the story does still reflect the genuine interest and undeniable shock 
that Chardin's paintings generated at a time when such a perfect degree 
of simplicity, in the finest sense of the word, was so unusual. 


Did Largillière see our painting of a mallard hanging in the master's 
apartment that day? It almost certainly dates from the beginning of the 
artist's career and would have been one of the works that justified his 
admission to the Academy as a peintre dans le talent des animaux et 
des fruits [talented painter of animals and fruit]. The Flemish influence, 
allegedly highlighted by Largillière, remained very prominent. It is true 


that the restricted color palette and meditative silence are more closely 
associated with the protestant austerity of northern Europe than Paris 
under the reign of Louis XV. But though it may borrow these muted 
qualities from the Flemish artists, our painting is nonetheless more than 
a simple pastiche of their work. One can already sense through this 
early painting the future ambitions of an artist who was determined to 
express so much using so little artifice. 


This duck lying on a faintly sketched stand and floating at a slanted 
angle resembles other works from early in his career, which used this 
same kind of fragile base, 'd'une stabilité précaire [with a precarious 
stability]' as Pierre Rosenberg would say. This sloping base tells us a lot 
about this period of the painter's work, when, in his own words, he was 
mostly interested in a 'real' depiction of animals. Focusing on an animal, 
which was meant to robustly express a grandiose simplicity, in contrast 
to the prevailing still lifes of the time, he was in dogged pursuit of the 
perfect positioning. He sketched as vibrant a representation as possible 
of a hanging animal, with an enthusiastic intensity. Wanting to create a 
painting that would contain nothing but the essential, Chardin overlaid 
his canvas with different composition attempts, leaving some of the 
retouches visible. lt is true that a still life from not much later in his career 
portrayed a rabbit and a fowl tied together. The artist was concentrating 
on game still lifes at the time and tried various animal compositions, 
the results of which are visible today in our public collections. But the 
painting with a composition closest to ours is still the painting from the 
Musée de la Chasse et de la Nature, Paris, Un canard col-vert attaché 
a la muraille et une bigarade (fig. 1). In this museum painting, the duck 
stands out in the same way against a brown and ochre background, 





fig. 1 Jean-Baptiste Siméon Chardin, Un canard col-vert attaché à la muraille et une bigarade, circa 1730, Musée de la Chasse et de la Nature, Paris. 





accompanied by these textured bitter oranges, the roughness of which 
would have appealed to Chardin. With the base once again askew, the 
painter's early technique is plain to see, a technique that Rosenberg 
dated to before 1728 in reference to the only still life dated by the artist 
and which has a similar interest in form. We can also see that this mallard 
from the Musée de la Chasse will be used again in a very large and 
accomplished painting, Le chien barbet, held in a private collection, and 
dated 1730 by Chardin. In both these works, the painting from the Musée 
de la Chasse and the painting from the private collection, the duck is 
nevertheless hanging from the other leg, leading us to suppose that our 
painter is once again preparing for the other paintings and revealing the 
artist's creative process. These various works, classified as pre-1728, are 
among the artist's most moving. They offer a glimpse, to those of us who 
know the rest of the story, the already considerable hints of a style that 
would have a lasting influence on European still life. 


This painting is a real find, even if Chardin's painted oeuvrehas already 
been well studied, but its origin remains somewhat shrouded in mystery. 
We know how celebrated Chardin's early paintings were by the artist's 
French Academy entourage and this work seems to have followed in 
the same vein. Along with some of Chardin's other still lifes, it seems 
to have hung on the walls of other artists of the day. His innovative 
and actually quite experimental painting style was warmly received by 
Chardin's contemporaries and often, his colleagues in the Académie. The 
aforementioned painting from the Musée de la Chasse therefore ended 
up in the collection of the painter Joseph Aved (1702-1766), one of the 
first rabbit still lifes, now in the Louvre, was conserved by the brilliant 
sculptor Jean-Jacques Caffieri (1714-1774), and of course Louis-Joseph 
Le Lorrain (1715-1759) and the engraver Le Bas (1707-1783) also kept 


a number of works. Our painter maintained this following and a label 
on the back marked ‘collection de Madame Falconet', reminds us that 
there were many artists, even those with a style quite far from Chardin's 
own, who appreciated his work. Indeed, Etienne Falconet (1716-1791), 
a sculptor very much of his time, a time of graceful, smiling Rococo 
Venuses, does not at first glance seem the most likely early admirer of 
the austere paintings of Chardin. But we know that he liked the artist 
and was even tasked with taking an important Chardin work to Russia, 
following an order from the Empress for a painting he had just completed, 
Les attributs des arts et les récompenses qui leur sont accordées. The 
label on the back referring to Madame’ and not directly to Etienne 
Falconet reveals a little of the sculptor's private life: towards the end of 
his life he disinherited his son, the painter Pierre-Etienne Falconet (1741- 
1791) in favor of his daughter-in-law Anne-Marie Falconet, née Collot, 
Pierre-Etienne's wife. Anne-Marie was also a sculptor and forged her 
career with the Tsars of Russia, whom Etienne Falconet also frequented 
- Catherine II commissioned him to sculpt the equestrian statue of Peter 
the Great. Etienne Falconet's will named her as the sole beneficiary and 
also included his granddaughter in the future succession, in the event 
of the death of his daughter-in-law. This granddaughter, named Marie- 
Lucie Falconet, would become, by marriage, the baroness of Jankowitz, 
and the sale of her large private collection in 1866 at the Drouot auction 
house in Paris revealed a considerable number of eighteenth-century 
works by contemporaries of Chardin. 


Over 200 years since Chardin's death, this touching label tying our 
canvas to the Falconet family continues to pay homage to the painter 
and shows how the works of a great artist transcend the fashions of 
the day. 
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JACQUES-LAURENT AGASSE 
(GENEVA 1767-1849 LONDON) 


Portrait of George Irving (1774-1820) on horseback, in an 
extensive landscape, with a spaniel and other riders in the 
background 


oil on canvas 
35 x 43% in. (88.9 x 111.4 cm.) 


$70,000-100,000 £52,000-73,000 


€60,000-85,000 


PROVENANCE: 

Anonymous sale; Christie's, London, 25 November 1977, lot 21. 
Anonymous sale; Christie's & Edmiston's, Glasgow, 3 July 1980, lot 93. 
Private collection, Copenhagen. 

with Harari & Johns Ltd. London, by 1988, where acquired by the present 
owner. 


EXHIBITED: 
Geneva, Musée Rath and London, The Tate Gallery, Jacques-Laurent 
Agasse, 1767-1849, 10 November 1988-2 April 1989, no. 20. 


LITERATURE: 
R. Loche and C. Sanger, Jacques-Laurent Agasse, 1767-1849, London, 
1988, .م‎ 80, no. 20, illustrated. 


Along with his predecessor George Stubbs, Jacques-Laurent Agasse 
was one of the most talented animal painters ever to have worked 
in England. Born into a patrician family of Huguenot origin, Agasse 
trained in his native Geneva before relocating to Paris in 1786, where 
he completed his studies under Jacques-Louis David. In Paris, Agasse 
was able to delve deeply into animal anatomy and dissection. With the 
outbreak of the French Revolution, he was compelled to return to Geneva 
in 1789. In 1800, Agasse moved permanently to England and quickly 
established himself as a leading sporting painter. 


This equestrian portrait is a fine example of Agasse's keen observation 
of the natural world and scientific approach to the rendering of animals. 
Though it has not proven possible to positively identify the work with 


any entry in Agasse's MS Record Book, it likely dates to circa 1805-15. 
The figure on horseback has traditionally been identified as George 
Irving, the son of John Irving of Burnfoot, Ecclefechan, Dumfrieshire. 
Irving served as founder and chairman of Colonial Bank and the Royal 
Steam Packet Company. His brother, John, was a partner in Reid Irving 
& Co., with whom he won a contract in 1816-17 said to be worth over one 
million pounds to outfit the Russian army, and a decade later served as 
one of two Members of Parliament for the pocket borough of Bramber 
in Sussex. 


Another identically scaled work by Agasse showing George Irving 
standing beside his black hunter in a landscape and dating to a few years 
earlier was sold Christie's, London, 5 July 2011, lot 22. 
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JOSEPH WRIGHT OF DERBY, A.R.A. 
(DERBY 1734-1797) 
Portrait of Miss Ann Carver before alandscape, three-quarter-length 


oil on canvas 
4934 x 39% in. (126.4 x 100.9 cm.) 


$80,000-120,000 £59,000-88,000 


€68,000-100,000 


PROVENANCE: 

Painted for Rev. John Griffiths, D.D., Rector of Eckington (d. 1765), and by 
descent to 

M.C.M. Althorpe [sic], Esq., Dinnington Hall, near Sheffield, Yorkshire; 
Christie's, London, 27 April 1934, lot 92 (90 gns. to Leggatt). 

Mrs. Marietta Peabody Tree (1917-1991) and Mr. Ronald Tree (1897-1976), 
Ditchley Park, near Charlbury, Oxfordshire and New York, by 1934; their 
sale, Sotheby's, New York, 8-9 October 1976, lot 199, where acquired by 
the present owner. 


EXHIBITED: 

Derby, Corporation Art Gallery, Wright of Derby: Catalogue of the 
bi-centenary Exhibition of Paintings by Joseph Wright, A.R.A., 3 
September-18 November 1934, no. 122. 

New York, Durlacher Bros., Joseph Wright of Derby 1734-1797, 1-26 March 
1960, no. 4. 


LITERATURE: 

B. Nicolson, Joseph Wright of Derby: Painter of Light, |, London and New 
York, 1968, pp. 2, 17,28, 96-98, 103, 185, no. 29; II, p. 14, plate 26. 

R. Isepp, [ከፀ Portraits by Wright of Derby’, The Burlington Magazine, 
CXXI, May 1979, p. 311. 


The present portrait is a rare surviving work from early in Wright's 
career, executed in the years following his training in the London studio 
of Thomas Hudson between 1751 and 1753 and again from 1756 to 
1757. Following his return to Derby, in early 1760 Wright embarked 
upon an extended tour through neighboring Midland towns, where 
he painted portraits of middle class families and local landed gentry. 
Wright's Account Book indicates that Rev. John Griffiths, D.D., Rector 


of Eckington, commissioned the artist to paint four members of the 
Carver family at Eckington in Derbyshire near the Yorkshire border from 
1 February 1760 for a fee of £50.8, or £12.12 per portrait. The sitters 
included Griffiths’ daughter, Mrs. Ann Carver, widow of Marmaduke 
Carver of Morthen, Yorkshire, who died in 1746 aged 34, and her three 
children: Ann, Elizabeth and John of Morthen (d. 1807). 


In 1968, Benedict Nicolson wrote enthusiastically of the products of this 
commission, claiming that none ‘he [Wright] ever received for portraits 
came from a more elegant family than the Carvers...none at any period of 
his life earn the label of Rococo more deservedly than these Lely beauties 
transported into the idiom of a hundred years later, with their artificial 
gestures and semi-translucent veils caught by the sun and drifting in 
mid-air against all the laws of nature’ (op. cit., pp. 96-97). In their sheer 
theatricality, particularly the attention Wright lavished on the diaphanous 
shawls, the Carver portraits outstrip anything else the artist produced in 
the period, no doubt to the delight of his patrons. 


Though the family did not have particularly grand origins, they were 
among the nouveau riche, their coffers enriched by a series of successful 
marriages. Shortly after sitting for this portrait, in 1763 John married 
Sarah Allen, daughter of Thomas Allen of Chapeltown and Elizabeth 
Middleton, heiress to the fortune of the Middletons at Leam Hall. His 
sister, Elizabeth, likewise married the vicar of Youlgreave, who served as 
steward to the Duke of Rutland (Nicolson, op. cit., p. 97). The family would 
again turn to Wright for portraits in subsequent years, with John's wife 
and daughter sitting for a portrait of circa 1767-70 (Derby Museum & Art 
Gallery) and a now-unidentified ‘Master Carver’ from the late 1770s or 
early 1780s valued at 28.8 in Wright's Account Book. 
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FRANCESCO ALBOTTO 
(VENICE 1723-1758) 


The Grand Canal looking northwest from Ca' Corner to Ca' 
Contarini degli Scrigni, with the campanile of Santa Maria della 
Carita 


oil on canvas 
1954 x 26% in. (50 x 67.5 cm.) 


$250,000-350,000 £190,000-250,000 
€220,000-300,000 


PROVENANCE: 
Private collection, France, where acquired by the present owner. 


Francesco Albotto studied under Michele Marieschi, a master of 
Venetian views, and he quickly rose to become his most able student. 
After his master passed away in 1743, Albotto inherited his studio - as 
well as Marieschi's widow - whom he married in 1744. By the time 
Albotto enrolled in the Fraglia, the Venetian painter's guild, in the early 
1750s, he was already known as ‘il secondo Marieschi. Albotto's style 
remained so close to his master’s throughout his life, their oeuvreshave 
often been entangled; the attribution of the present veduta, however, has 
been endorsed by Dario Succi, who dates it to the artist's mature period 
between 1750 and 1752 (private communication with the present owner). 


This composition is based on a similar vedutaby Canaletto, now in the 
collection of the Dukes of Bedford, Woburn Abbey, which may have been 
known to Albotto by way of a print published in 1742 by Giovanni Battista 
Pasquale. This painting testifies to Albotto’s mastery of perspective, as 
well as the glittering colors and light of Venice. 
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AUGUSTO BASTIANINI 
(MONTEGUIDI 1875-1938 FLORENCE) 


Portrait of Joseph Duveen, 1st Baron Duveen (1869-1939), three- 
quarter-length 


oil on canvas, unlined 
39% x 27% in. (101 x 70.4 cm.) 


$40,000-60,000 £30,000-44,000 
€34,000-51,000 





Detail from Sir Jos. Duveen, art expert & family, Library of Congress. 


If the truth of a portrait of an artist rests in the depiction of 
their hands, the truth of a portrait of an art dealer must rest 
in the depiction of the sitter's eyes. The portraitist Agusto 
Bastianini expertly captured the gaze of legendary art 
dealer Joseph Duveen - the folds under his eyes deep from 
years of scrupulous examination of paintings, one brow 
raised, as if we, the viewer, have just presented him with his 
next great masterpiece. 


Born in 1875, Duveen began his career at an early age, 
dropping out of high school to join the family business, 
Duveen Brothers. He helped to expand the business and 
focus on paintings, famously saying, ‘Europe has a great 
deal of art, and America has a great deal of money’. 
He sourced works from European aristocrats, who were 
suffering from the agricultural depression at the turn of the 
century and found buyers among America's elite. Duveen's 
impressive client list included Henry Clay Frick, William 
Randolph Hearst, Henry E. Huntington, Samuel H. Kress, 
Benjamin Altman, J. P. Morgan and John D. Rockefeller 
Senior. He set up a chance encounter with Andrew Mellon, 
reserving the room below his at Claridge's London, and paid 
Mellon's valet to keep him informed of Mellon's comings 
and goings. Duveen would then concoct a spontaneous’ 
encounter with Mellon in the elevator and invite him to 
visit the National Gallery. Mellon's collection later became 
the basis of America’s own National Gallery of Art, where 
Duveen's legacy is still felt, with over 2,000 pieces in the 
collection having passed through Duveen Brothers. 
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THE KAGAN COLLECTION 


|supposeitwas my background in Classics that drew meto Neoclassicism. 
My first love was ancient Greek coins, but they are not easy to hang on 
the wall. The revival of antique themes, triggered by the discoveries at 
Pompeii and Herculaneum, is what really drew me in. The more immersed 
| became in the art of Neoclassicism, which defines both a style and 
a period of roughly 1740 to 1820, the more complex and fascinating | 
found it. Neoclassicism is far more than a slavish copying of the ancients, 
however. Roman scenes are often infused with contemporary political 
messages, whether pointing out injustice or calling for civic duty. Modern 
scholars have also traced the origins of Romanticism to works of this 
period, noting the emotional display and contorted energy that underlies 
some artists' depictions of antiquity. 


Beyond motifs, the very internationalization of Neoclassicism fascinates. 
The style spread through the entire Western world from Latin America 
to Russia. In this respect, and in its political awareness, | find the period 
shares a connection with the art of today. France has dominated the art 
history of the period, but there were outstanding artists in almost every 
country. Rome was the artistic and cultural center of the period and most 
artists spent time there, mixing with each other as well as with collectors 
making their Grand Tour 


In 2007 | attended the landmark show, Citizens and Kings at the Royal 
Academy, organized by Robert Rosenblum and for me this was probably 
the most influential exhibition. lt mapped the growth of portraiture 
beyond the royal houses into the ranks of active citizens which was a 
great achievement of the period. 


Unlike Renaissance art, the Neoclassical field is still collectible. Whether 
it was because of the progressive politics (unappealing to the robber 
Barons) or tough subject matter, the early generations of American 
collectors largely avoided the genre, except for portraiture. Since auctions 
tend to artificially divide the period between Old Masters and 19th 
century, this leads to great opportunities for those willing to delve into a 
crucial and fascinating period, in which the modern world comes alive. 


Jonathan Kagan 


Further lots from the Kagan Collection are offered in 
the dedicated online sale, which will be live for bidding 
8-23 April. Scan OR code or visit www.christies.com 
to browse the sale. 
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GUILLAUME GUILLON-LETHIÈRE 
(SAINTE-ANNE, GUADELOUPE 1760-1832 PARIS) 
The Condemnation of Rhea Silvia by Amulius 


oil on canvas 
9% x 1254 in. (24 x 32.5 cm.) 


$40,000-60,000 £30,000-44,000 


€34,000-51,000 


PROVENANCE: 
Genevieve Madec-Capy, and by descent in the family, from which 
acquired by the present owner. 


LITERATURE: 
G. Madec-Capy, Guillaume Guillon-Lethiere: peintre d'histoire (1760- 
1832), Ph.D. dissertation, 1997, pp.393, 630, no. P34, plate 26. 


As a mixed-race artist who would emerge to become one of the most 
brilliant history painters working in France in the years immediately 
following the Revolution, Guillaume Guillon-Lethière (1760-1832) led 
a life that was little short of remarkable, his dazzling success entirely 
unprecedented in the rigidly hierarchical establishment of official art of 
the eighteenth century. Born on the island of Guadeloupe, Lethière was 
the son of Pierre Guillon, a wealthy white French colonial administrator, 
and Marie-Francoise Pepaye, a free woman of color. Although his 
proper surname was Guillon, as the third child of the family he initially 
styled himself ‘Le Tiers’ (‘The Third’), then ‘Lethiers’, and finally - from 
1799, when he was formally recognized by his father -- ‘Lethière’. While 
accompanying his father to France in 1774, he entered the studio of Jean 
Baptiste Descamps at the Academy in Rouen, where he won a prize for 
drawing in 1776. The following year he moved to Paris and enrolled at the 
Académie Royale, studying under the history painter Gabriel Francois 
Doyen and winning a first-class medal in July 1782. He competed for 
the Prix de Rome in 1784 and again the following year, by which time 
the influence of Jacques-Louis David and Pierre Peyron had superseded 
that of his teachers, and he embraced a full-throated neoclassicism. He 
lost the Grand Prix again in 1786, but gained the attention of the Comte 
de Montmorin, a diplomat and friend of Louis XVI, who persuaded the 
Académie that Lethière was worthy of a Roman pension. 


Having completed his training at the Palazzo Mancini, Lethière returned 
to Paris in 1791 and started a highly successful teaching studio, placing 
him in direct competition with David, whose studio was the most active 
and prestigious in the capital. In 1800, Lethière was introduced to Lucien 
Bonaparte (1775-1840), younger brother of Napoleon Bonaparte, and 
himself the recently appointed Minister of the Interior. The two men 
formed a fast and enduring friendship. When Napoleon appointed his 
brother Ambassador to Spain in November 1800, Lucien invited Lethiere 
to travel to Madrid with him, entrusting the artist with finding important 
works of art for his growing collection. 


In her comprehensive study of Lethiere’s works, Genevieve Madec-Capy 
(1997) dates the present painting to around 1799, shortly before the artist 
departed Paris for Spain. It depicts a rarely represented subject from 
classical mythology, The Condemnation of Rhea-Sivia by Amulius. Rhea 
Silvia (also known as llia) was the mother of the twins Romulus and 
Remus, who according to legend founded the city of Rome. Her story 


is recounted by several ancient authors, principally Livy and Cassius 
Dio, as well as Virgil and Ovid. According to Livy, Rhea Silvia was the 
daughter of Numitor, king of Alba Longa, and descended from Aeneas. 
Her uncle, Amulius, seized his brother's throne, killed Numitor's son, and 
forced Rhea Silvia to become a Vestal Virgin, thus ensuring the line of 
Numitor would have no heirs. Rhea, however, would give birth to Romulus 
and Remus following her rape by Mars, the god of War. When Amulius 
learned of the birth of the twins he imprisoned Rhea Silvia and ordered 
the execution of her sons, the dramatic moment in the story depicted 
in Lethière's painting. This cruel injustice is averted, however, when the 
servant delegated to kill the boys (rendered on the far left of Lethière's 
composition, restraining them as they reach out to their mother) takes 
pity on them and sets them adrift on the river Tiber. They are later found 
along the banks of the river by a she-wolf who, having just lost her own 
cubs, suckled them back to health. Rhea Silvia was herself spared death 
through the intercession of Amulius's daughter. Ultimately, Romulus and 
Remus would live to overthrow Amulius, reinstate Numitor as king and 
go on to found Rome. 


The present painting is a highly finished oil sketch, probably intended 
as a modello for a large history painting which was never executed. 
In it, Lethiere laid out the entire composition, with its multitude of 
background observers, focusing the viewer's attention on the dramatic 
central encounter of the prostrate Rhea-Silvia and merciless Amulius. 
Heightening the emotional drama are the striking and beautiful effects 
of lighting achieved by Lethière which maximize the narrative clarity of 
an otherwise complex composition. 


Lethiere’s career would continue its successful trajectory into the new 
century, though not without setbacks. Following his year-long sojourn in 
Spain, Lethiere reopened his studio upon his return to France in November 
1801. Shortly thereafter, in response to a racist insult directed at him by 
an officer at the Café Militaire in Paris, the artist became embroiled in 
a fight with a group of soldiers, one of whom he killed, prompting the 
government to intervene and close his workshop. Driven out of Paris, 
Lethiere and his family roamed Europe until 1807, when, through the 
influence of Lucien Bonaparte, the painter was appointed Director of 
the French Academy in Rome. Ingres would be one of his pensionnaires 
and most celebrated pupil, and produced a series of sympathetic portrait 
drawings of Lethiére and all the members of his family. 


Having fallen into disfavor following the Bourbon Restoration, Lethière 
was removed from his post as Director of the French Academy in Rome 
in 1816 and returned to Paris, where he reopened his studio. He was 
elected to the Institut in 1818 and was awarded the Legion d'Honneur. 
He proudly acknowledged his biracial heritage and remained a life-long 
Republican and supporter of the abolition of slavery. In 1822, he made 
his last important painting, an allegory commemorating the struggle 
for Haiti's independence, The Oath of the Ancestors(Cathedral, Port- 
au-Prince, Haiti), which he signed ‘Lethiére, ne a la Guadeloupe’ and 
sent clandestinely to Port-au-Prince in March 1823. (The Republic of 
Haiti, established in 1804, would not be recognized by the French state 
until 1825.) This monumental canvas recorded the alliance between the 
Napoleonic general Alexandre Pétion, known as the chef des mulàtres', 
and the Black officer Jean Jacques Dessalines, who are depicted 
swearing the oath of the union that led in 1802 to the expulsion of the 
French army from the island, resulting in Haiti's independence. Lethière's 
funeral in 1832 was a major public event in Paris, his eulogy delivered by 
his old friend, the author Alexandre Dumas. 
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JOSEPH PAELINCK 
(OOSTAKKER, NEAR GHENT 1781-1839 BRUSSELS) 
The Emperor Augustus Ordering the Adornment of Rome 


oil on canvas 
19% x 37% in. (49.5 x 94.9 cm.) 


$40,000-60,000 £30,000-44,000 
€34,000-51,000 


PROVENANCE: 
Anonymous sale; Christie's, New York, 26 May 2000, lot 63, where 
acquired by the present owner. 


LITERATURE: 


D. Coekelberghs and P. Loze, eds., 1770-1830: Autour du Neo-Classicisme 
en Belgique, exhibition catalogue, Brussels, 1995-1996, p. 194. 


Joseph Paelinck began his artistic training in Ghent at the Academy of 
Drawing. After his first exhibition at the Ghent Salon in 1802, he left the 
city to join the prestigious studio of Jacques-Louis David (1748-1825) in 
Paris. His connection to Ghent remained strong, and in 1808 the city 
fathers granted him a period of four years in Rome. While there Paelinck, 
along with the other pupils of David, took part in the decoration of the 
Palazzo del Quirinale in anticipation of the arrival of Napoleon Bonaparte. 


This modello is the only surviving record of Paelinck’s lost painting for the 
Palazzo, and appears to be the only remaining example of his work in the 
imperial style associated to his apprenticeship with David. 
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LOUIS-VINCENT-LÉON PALLIÈRE 
(BORDEAUX 1787-1820) 


Portrait of Nicolas-Pierre Tiolier (1784-1843), standing in the 
gardens at Villa Medici 


signed, inscribed and dated 'L. Palliere a son / ami / Tiolier / 1818" (lower 
right, on the pillar) 

oil on canvas 

18% x 15% in. (46.5 x 38.5 cm.) 


$40,000-60,000 £30,000-44,000 


€34,000-51,000 


PROVENANCE: 
with Talabardon & Gautier, Paris, by 2000, where acquired by the present 
owner. 


EXHIBITED: 
Paris, Talabardon & Gautier, Le X/Xe Siécle, 24 November-22 December 
2000, no. 6. 


LITERATURE: 
O. Bonfait, Maesta di Roma, D'Ingres a Degas: Les artistes français à 
Rome, exhibition catalogue, Rome, 2003, p. 53, fig. /. 


Palličre's small-scale, full-length portrait of Nicolas-Pierre Tiolier posing 
in the gardens of the Villa Medici in Rome is a charming memento of a 
warm friendship that had developed between two young artists during 
the heady years of their apprenticeship at the French Academy in Rome. 
Born in Bordeaux in 1787, Palličre trained with François-André Vincent at 
the Ecole des Beaux-Arts in Paris, and arrived in Rome as a pensionnaire 
at the French Academy after being awarded the prestigious Grand Prix 
in 1812 for his history painting Ulysses and Telemachus Slaying Penelope's 
Suitors. Once in Rome, he joined a group of fellow pensionnaires training 
in the various fine arts at the Villa Medici, where they studied and lived 
for four years at the state's expense. 


Tiolier was himself a student at Villa Medici, and enjoyed the distinction 
of having been the only pensionnaire to have ever received an award 
for engraving on hard stone. (After his sojourn in Rome, he returned to 
Paris, exhibited medals regularly at the annual Salon for almost twenty 
years and served as Vérificateur des monnaies de la garantie.) In Pallière's 
affectionate portrait, the fashionably dressed Tiolier pauses from work, 
sketchpad and drawing implements in hand, to glance confidently at 
the onlooker, his left foot resting on a toppled piece of old masonry, a 
sculpted Herm oblivious to the presence of the rakish dandy. The medal- 
maker poses, and his friend paints him, in the magnificent gardens of 
what was - for a few idyllic years - their shared home. 


Signed, dated, and dedicated ‘a son ami Tiolier”, the present portrait 
was executed in 1818, a fact only made possible because the painter's 
pensionnat- which should have ended in 1816 - was extended by the 
new director of the Academy, Charles Thévenin, so that Pallière could 
continue work on the Flagellation of Christ, part of the redecoration of 


Santa Trinita dei Monti, the French church at the top of the Spanish 
Steps, adjacent to the Villa Medici. 


It had long been regular practice for the young artists at the Villa Medici 
to draw or paint each other. Such portraits must have been made and 
exchanged by the artists as expressions of fraternity and group solidarity. 
Francois-André Vincent - Palliére's teacher - produced an extensive 
series of witty chalk caricatures of his fellow students during his stay at 
the French Academy in the 1770s. A number of David's most illustrious 
pupils - Baron Gros, Francois Gérard, Girodet, among them - made 
bust-length portraits of themselves or each other in the 1790s, which 
they traded during their years in Rome. Palliére's portrait of Tiolier fits 
into a format which is found frequently in the years around 1810-20: 
small, full-length portraits by students depicting their colleagues in the 
Villa Medici itself, often in their small quarters in the building. Palliere 
was himself the subject of a portrait made in 1817 by Jean Alaux (1785- 
1864), Palliere's friend since their childhood in Bordeaux (today in the 
Metropolitan Museum of Art, New York). In it, Pallière is posed in his 
quarters playing a guitar, seated against a narrow bed, his left foot 
raised on the seat of a chair, much as he would position Tiolier's leg the 
following year. Palliere's room is meticulously described, with his own 
sketches pinned to the walls around him and the window sashes flung 
open to the garden view beyond. Pallière kept the portrait his entire life; 
Alaux was able to repossess it in 1827, when he married Palliere's widow, 
Francoise-Virginie. 


A copy of this compostion by Francois Eduard Picot is in the collection of 
the Fitzwilliam Museum, Cambridge (inv. no. PD.97-1978). 








THE KAGAN COLLECTION 


59 
A WHITE MARBLE BUST OF À LADY 


BY BENEDETTO PISTRUCCI (1784-1855), CIRCA 1825 
inscribed 'PRIMO BUSTO SCULPITO DA BENEDETTO PISTRUCCI' 


23% in. (59 cm.) high, overall 


$25,000-40,000 £19,000-29,000 
€22,000-34,000 


PROVENANCE: 
Anonymous sale, Sotheby's, New York, 3 October 2007, lot 62. 
Anonymous sale, Sotheby's, London, 5 December 2012, lot 102. 


Benedetto Pistrucci (1784-1855) was as distinguished a gem engraver 
and medalist as he was a sculptor, and for the first half of the 19th century 
he was considered to be among the most influential engravers in Europe. 
He first achieved prominence in Rome, but after short spells in Florence 
and Paris he eventually moved to London, in 1815, where he remained 
until his death. 


His talents were well-recognized in England and in 1817 he surpassed 
William Wyon to become Chief Engraver at the Royal Mint. The present 
lot is a virtuosic display of Pistrucci's carving ability. The curls of hair 
that frame her face are incredibly detailed and themselves nearly carved 
fully in the round. The elaborate coiffure atop her head is a similar 
demonstration of his enormous talent. 
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A WHITE MARBLE BUST OF THE EMPEROR 
COMMODUS 


ATTRIBUTED TO BARTOLOMEO CAVACEPPI (C. 1716-1799), AFTER 
THE ANTIQUE, LATE 18TH CENTURY 


27% in. (70.5 cm.) high, overall 


$100,000-150,000 £73,000-110,000 


€85,000-130,000 


PROVENANCE: 
Tomasso Brothers, Leeds and London. 





Marble Bust of Emperor Commodus, Roman, 180-185 AD, J. Paul Getty Museum, 
Los Angeles 


Working by reproducing antique prototypes for the prestigious 
collections of the great sovereigns of the period - including Catherine 
the Great of Russia and Gustave III of Sweden - Bartolomeo Cavaceppi 
was renowned for his extensive work in the study, reproduction and 
restoration of antique sculpture. To understand the extent of this creative 
output one has to consider the growing interest in the acquisition of 
ancient sculptures coupled with the increasing Papal restrictions on the 
exportation of antiquities from Italy. The latter resulted in fewer of the 
finest ancient sculptures leaving Italy and a growth in the market for 
copies and casts that, ultimately, ended up being more desirable than 
many restored antiquities. Through his 'modern' busts of the Roman 
emperors, Cavaceppi was essentially recreating the ancient idea of a Hall 
of Fame where busts of emperors, their wives and children, athletes and 
generals, created an environment of imperial magnificence. 


Aurelius Commodus Antoninus Augustus - more commonly known 
simply as Commodus, was the son of Marcus Aurelius and the last 
member of the Antonine dynasty of Roman emperors. He assumed the 
imperial throne at the age of eighteen on the death of his father and 
quickly developed a reputation for megalomania and sexual depravity. 
He re-founded Rome and named it Colonia Commodiana', and had 
the months re-named after his various titles. Despite his reputation, 
Commodus was often re-created in the 18th century for members of the 
European aristocracy who visited Italy on the Grand Tour. Though slightly 
older, the Roman marble bust of 180-185AD housed at the J. Paul Getty 
Museum in Los Angeles, represents exactly the type of ancient works 
that Cavaceppi was closely studying. These close studies then in turn 
become virtuosic examples of his artistic prowess. 
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A WHITE MARBLE SELF-PORTRAIT BUST 
BY ANTONIO D'ESTE (1754-1837), 1810 

signed and dated 'ANTONIVS.D'ESTE / F. ROMAE. ANN. / MDCCCX 


25% in. (65.4 cm.) high, overall 


$70,000-100,000 £51,000-73,000 


€60,000-85,000 


PROVENANCE: 
Daniel Katz, Ltd., London. 





Andrea Pozzi, Portrait of Andrea d'Este, Accademia Nazionale di San Luca, Rome. 


This striking, beautifully carved bust is signed and dated by Antonio 
d'Este 1810, the year that he was elected a member of the Accademia 
di San Luca in Rome. D'Este was Antonio Canova's most important 
collaborator and greatest disciple, devoting the latter half of his career 
to managing Canova's workshop. Like Canova, d'Este's career combined 
antiquarianism in the form of the restoration of antiquities with an 
innovative approach to neo-classicism. D'Este's work with antiquities 
saw him manufacture several spectacular groups giving neo-classical 
features to the remains of classical marbles; in this way he was the heir 
to the work of Bartolomeo Cavaceppi. But whereas Cavaceppi operated 
solely as a commercial restorer, d'Este became Conservatore of the 
Vatican museums. In 1787 d'Este set-up his own studio near the Church 
of 5. Ignazio, next to palazzo Gabrielli-Borromeo. D'Este became a major 
restorer and dealer in antiquities. 


D'Este's professional career became increasingly subordinate to that 
of Canova for whom he acted as studio manager, collaborator and 
amanuensis. Among other tasks, he had to spend time in Carrara 
assessing and selecting the marble blocks that Canova was to carve 
back in Rome. In 1799 d'Este gave up his studio near S. Ignazio, working 
principally with Canova in his Roman workshop. As a result, d'Este is 
principally known as a portraitist. In 1795 he had executed two busts 
of Canova, one of which, in the form of a herm was engraved by Pietro 
Fontana as the frontispiece to Faustino Tadini's Le sculture e le pitture 
di Antonio Canova. But what makes d’Este’s bust particularly telling is 
his addition of a small profile self-portrait carved in relief next to his 
signature. On the basis of this profile, the present bust has also been 
convincingly identified as a self-portrait of d'Este. 


The present bust is a confident essay in Canova's portrait style. The verso 
is inscribed in d'Este's characteristic, archaizing script: ANTONIUS : D 
ESTE ع٠‎ ROMAE - ANN ۰ MDCCCX’. The portrait consequently shows 
an older man. The grand, classical torso supported on a simple stepped 
socle recalls the monumental heads Canova was producing around 1810, 
particularly his monumental treatment of Napoleon in the colossal bust 
at Chatsworth. D'Este shows the head similarly turned to the right and 
applies a similar degree of classical idealization, encapsulated by the 
straight nose, muscular torso and purposeful expression. Physiologically 
the bust can be compared to the portrait of d'Este by Andrea Pozzi at 
the Accademia. The strong, flat-topped nose, dimpled chin and high 
forehead are all the same, whilst the terracotta bust in the background 
could even be read as a depiction of a preparatory model of our bust. 
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JACQUES SABLET 
(MORGES, VAUD 1749-1803 PARIS) 
Portrait of a gentleman, full-length, in a landscape 


oil on canvas 
18% x 14% in. (46.4 x 35.9 cm.) 


$30,000-50,000 £22,000-36,000 


€26,000-42,000 


PROVENANCE: 

with Thomas Agnews & Sons Ltd., London (according to a label on the 
reverse). 

Anonymous sale; Bonhams, London, 5 July 2006, lot 115, as Attributed to 
Louis Gauffier, where acquired by the present owner. 


Like his elder brother, the painter Francois Sablet (1745-1819), Jacques 
Sablet first apprenticed with his father, Jacob, before leaving Switzerland 
for Paris, where he entered the studio of Joseph-Marie Vien (1716-1809). 
A gifted pupil, he was invited to accompany Vien to Rome in 1775, where, 
as early as 1777, he was awarded a prize from the Academy of Saint Luke. 
He would likely have remained in Rome indefinitely were it not for the 
anti-French revolts in the city in 1793 which prompted him to flee Italy 
and return to Paris, via Switzerland, in that same year. Apart from a trip 
to Spain in 1800-1801, which Sablet made with the painter Guillaume 
Guillon-Lethiere under the patronage of Lucien Bonaparte, he remained 
in Paris and exhibited at the annual Salons until his death in 1803. 


Although he painted a number of mythological and allegorical subjects 
and trained as a history painter, his early ambitions to be an artist in the 
Grand Manner proved disappointing. Success came when he turned to 
multi-figural genre scenes and small-scale, full-length portraits in which 
he set his sitters against the background of the Italian landscape. He was 
a sensitive portraitist, and his landscape settings are characterized by a 
delicacy of tones, fresh atmosphere, clear light and sparkling palette that 
compare favorably to those found in similar portraits by Louis Gauffier 
(1762-1801), who was working in Italy at the same time and would prove 
his principal rival. 


Indeed, the present portrait of a young gentleman in riding costume was, 
formerly, misattributed to Gauffier. However, the elegant silhouette of 
the unidentified dandy, naturalistically rendered fall of daylight (which 
gives definition and volume to his figure) and the luminous sunshine 
playing across the Italianate landscape behind him, are entirely typical of 
Jacques Sablet's portraits of the 1790s. Moreover, the sweet diffidence 
of the young man's expression and the subtle, soft touch with which it is 
conveyed are characteristic of Sablet’s gentle portraits, qualities which 
distinguishes them from Gauffier's cooler and more exacting likenesses. 


Sablet's clientele for portraits included ex-patriots living in Italy in the 
1780s and 1790s, as well as wealthy aristocrats travelling through Rome 
on the Grand Tour. Among those who can be identified, several were 
British, including - notably - Thomas Hope, the celebrated collector of 
antiquities and patron of the neoclassical movement in the fine arts, 
whom Sablet portrayed playing cricket (Cricket Memorial Gallery, 
London). The subject of the present painting, thus far unidentified, was 
himself likely an English ‘grand tourist’, to judge from the particular cut 
and fashion of his riding costume. 


The attribution to Jacques Sablet has been endorsed by Anne van de 
Sandt (in private correspondence with the present owner, 11 January 2007). 
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LOUIS MASRELIEZ 
(PARIS 1748-1810 STOCKHOLM) 
An Allegory of War 


oil on canvas 
36% x 52% in. (92.5 × 132 cm.) (2) 


$70,000-100,000 £51,000-73,000 


€60,000-85,000 


PROVENANCE: 

(Probably) Gustav III (1746-1792), King of Sweden. 

Anonymous sale; Bukowskis, Stockholm, 27 May 2008, lot 377A, where 
acquired by the present owner. 


LITERATURE: 

C.D. Moselius, Louis Masreliez: med en inledning om Adrien och Jean 
Baptiste Masreliez verksamhet pa Stockholms slott, Stockholm, 1923, p. 
207, no. 27. 


Louis Masreliez was the most talented painter in a family of distinguished 
French artists and decorators that achieved renown in Sweden in the 
second half of the 18th century, working in the court of King Gustav III. 
He was born in Paris, the son of the ornamental sculptor Adrien Masreliez 
(1717-1806) and elder brother of the sculptor Jean-Baptiste Masreliez (1753- 
1801), and joined his family in Sweden in 1753, at the age of five. Something 
of a prodigy, Louis began his education at the Royal Swedish Academy of 
Fine Arts (‘Ritakademien’) at the age of ten. Since the Academy did not 
include painting in its curriculum, he trained in Stockholm in the workshop 
of the ornamental painter Lorens Gottman (1708-1779). 


In 1769, Louis Masreliez received a study grant which took him to Paris, 
Bologna and Rome, where he entered a circle of young Italian, German 
and French artists (including Jacques Sablet, who painted a portrait of 
Masreliez in his studio), who together established the new international 
Neoclassical decorative style. In 1783, he was called back to Sweden by 
his father, after a twelve-year absence from the country. He was admitted 
as a member of the Academy shortly thereafter and, a year later, made 
a professor of art history. He became rector of the Academy in 1802 
and director in 1805. Louis's father and brother also assumed positions 
of influence within the Academy: Adrien Masreliez was responsible for 
the training of young artists in ornamental sculpture, and Jean-Baptiste 
followed in the role upon his father's retirement in 1776. Both men held 
the official title of Royal Sculptor. 


For over half a century, the principal occupation of Adrien Masreliez 
and his two sons was the decoration of the opulent palaces and country 
residences of the Swedish Royal family. Adrien arrived in Sweden in 1748 
to oversee the decoration of the royal palace in Stockholm, a project that 
involved the completion of 250 rooms in anticipation of the residency of 
the royal family. That vast undertaking was followed by the creation of 
the library of Queen Louisa Ulrika in Drottningholm, a design that can be 
credited with introducing the French Rococo style to Sweden. 


Louis Masreliez contributed extensively to the decoration of the Royal 
Palace, notably designing the King's bedchamber, but it is for his creation 
of the interiors of Gustav III's Pavilion, built in 1787 in Haga Park, north of 
Stockholm, that he is most celebrated. His elegant and imaginative neo- 
Pompeian rooms - painted in a cool, muted palette with the restrained 
carving and gilding that came to define the ‘Gustavian Style’ - are the 
finest surviving examples of Swedish Neoclassical decoration. 


Louis Masreliez was a prolific draftsman and designer (more than 400 
of his drawings are kept by the Nationalmuseum, Stockholm), but 
his surviving paintings are rare. The present Allegory of War depicts 
a furious Minerva, Roman goddess of War, dismounting her horse- 
drawn chariot, shield in one hand, thunderbolt in the other, charging 
toward a distant battle. Above her flies the winged, bearded, bare- 
chested Boreas, ancient god of the cold North Wind, accompanied 
by winged zephyrs, who blow snowflakes from their mouths onto the 
ground below. 


Masreliez's preparatory compositional drawing for the painting 
(Nationalmuseum, Stockholm) bears an extensive inscription (in the 
artist's hand) that explains the otherwise mysterious subject of his 
dynamic painting. It depicts an allegory of the Battle of Narva in 1700, 
painted as an overdoor decoration for the bedroom of Gustav III. The 
historic Battle of Narva (an Estonian city on the border with Russia) was 
an early victory for Swedish troops in the Great Northern War (1700- 
1721), in which they fended off an attack by Russian military forces 
that outnumbered the Swedish army four-to-one. The Swedish military 
repelled the Russian offensive in part by advancing under cover of the 
terrible weather conditions: the Swedes struck at the exact moment a 
deep-freeze hit the region, the winds shifted, and a violent snowstorm 
blew directly at the Russian forces, blinding them with its intensity. The 
Russians, suffering devastating losses, soon capitulated. 


The Battle of Narva was led by King Charles XII (1682-1718) himself, for 
whom it was a great personal triumph. It is possible that in painting the 
present overdoor for Gustav III's bedchamber, Masreliez was flattering 
Gustav by drawing a comparison between the two kings and their 
respective military successes. In 1788, Gustav initiated an armed conflict 
with Russia that ended, two years later, in the greatest naval victory ever 
gained by Sweden, paving the way for a peace treaty between the two 
countries. Another painting by Masreliez, depicting an Allegory of Peace 
(Nationalmuseum, Stockholm), although it is of smaller dimensions (30.5 
x 30 cm.), might have been intended as a companion piece to the present 
Allegory of War. 


A second study by Masreliez for the Allegory of War, focusing principally 
on the figure of Bellona and her horse-drawn chariot, is being offered 
with the present lot. 





JOHANN CHRISTIAN CLAUSEN DAHL 
(BERGEN 1788-1857 DRESDEN) 
Dresden by moonlight 


signed and dated ‘Dahl Octbr 1843. (lower right) 
oil on paper, laid on canvas 
7%x 978 in. (19.1 x 25.1 cm.) 


$40,000-60,000 £30,000-44,000 
€34,000-51,000 


PROVENANCE: 
with Hans Juergen Moesch, Artis Fine Art, London, where acquired by the 
present owner in 2005. 


By the time he executed this painting, Johann Christian Clausen Dahl 
had long since departed his native Norway to travel the Continent. He 
ultimately settled in Dresden in 1824, where he accepted a post at the 
Academy and taught an illustrious generation of painters that included 
his fellow Norwegians Thomas Fearnley and Peder Balke as well as 
the German landscapist Christian Friedrich Gille. It was also around 
this time that Dahl’s work shifted almost entirely to landscape painting, 
often, as here, Romantic depictions of Dresden and its surroundings. 
Dahl's views of Dresden employ vantage points that allowed the artist to 
take in the city’s silhouettes and capture the exquisite moonlight. Marie 
Ladrup Bang notes that Dahl's late views of Dresden are conceived 
as Stimmungslandschaften in which the topography is deemphasized 
to highlight the complex plays of light and shadow (M.L. Bang, Johan 
Christian Dahl, Life and Works, Il, Oslo, 1987, pp. 67-68). The smoke 
emanating from the chimney at right, the touches of white suggesting 
the silhouette of a building and the dappled light reflecting off the water 
all convey Dahl's mastery of the moonlit cityscape. 
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SIR THOMAS LAWRENCE, PR.A. 
(BRISTOL 1769-1830 LONDON) 
Portrait of Jean Babington (1764-1845), half-length, seated 


oil on canvas 
30% x 25% in. (76.8 x 64.7 cm.) 


$120,000-180,000 £88,000-130,000 


€110,000-150,000 


PROVENANCE: 

Anonymous sale; Christie's, London, 8 March 1902, lot 56. 

Madame Louis Stern (1854-1926), Paris, by 1911. 

Trotti collection, Paris. 

Anonymous sale; Galerie Georges Petit, Paris, 8 March 1920, lot 30. 

with Newhouse Galleries, New York, by 1938. 

Cyrus H. K. Curtis (1850-1933), Philadelphia. 

Delpha Woidermann Barr; (t) her sale, Parke-Bernet, Los Angeles, 8 April 
1973, lot 10. 

Louis Silver, New York, and by descent to his son, 

David R. Silver, New York, by whom gifted in 1982 to the following, 

The Hickory Museum of Art, Hickory, North Carolina; Brunk Auctions, 
Asheville, NC, 12 September 2009, lot 150. 


LITERATURE: 

J. Guiffrey, ‘La Collection de Madame Louis Stern,’ Les Artes, November 
1911, illustrated. 

Sir W. Armstrong, Lawrence, London, 1918, p.111. 

K. Garlick, Sir Thomas Lawrence: A Complete Catalogue of the Oil 
Paintings, Oxford, 1989, p. 142, no. 54, illustrated. 


Sir Thomas Lawrence's sensitive and dignified portrait of Jean Macaulay, 
Mrs. Thomas Babington (1764-1845), dates from 1811, when the sitter was 
43 years old. Jean was born in Inveraray, Scotland, one of twelve children 
of Reverend John Macaulay (1720-1789), Church of Scotland minister, 
and his second wife, Margaret Campbell (d. 1790). In 1787, Jean married 
Thomas Babington (1758-1837), an English philanthropist and politician 
who, in 1776, inherited Rothley Temple, a country manor dating to the 
fourteenth century, and extensive land holdings in Leicestershire. Member 
of Parliament for Leicester from 1800 to 1818, Thomas Babington was an 
evangelical Christian of considerable wealth who dedicated his resources to 
various philanthropic causes, including inoculating the residents of Rothley 
against smallpox in 1784-5, underwriting the cost of corn for the local 
poor, supporting legislation to extend voting rights and setting up Trusts 
(which survive to this day) to provide housing in local villages. Above all, he 
was an active anti-slavery campaigner who, as a member of the Clapham 
Sect of evangelical Protestant reformers, worked with the celebrated 
abolitionists, William Wilberforce, who was painted by Lawrence in 1828 
(National Portrait Gallery, London) and Hannah More, to end the slave trade 
throughout the British Empire and reform the penal system. 


In 1789, Jean's younger brother, Zachary Macaulay (1768-1838), only 
recently returned to England from four years working as an under-manager 
on a sugar plantation in Jamaica, joined his sister and her new husband 
for an extended stay at Rothley Temple. Repelled by his exposure in 
Jamaica to the violence of the slave system, and influenced by the liberal 
evangelical views of Thomas Babington and his circle, Zachary Macaulay 
underwent what he described as a ‘conversion experience’. Through his 


association with Babington, he soon travelled to Sierra Leone, the West 
African colony founded in 1787 to provide a home for emancipated slaves, 
becoming in 1794 governor of the colony. Soon after his return to England 
in 1799, he assumed his role as a leading member of the Society for the 
Abolition of the Slave Trade, where he would prove crucial in ensuring 
passage through Parliament of the landmark Slave Trade Act of 1807. 
Macaulay devoted the rest of his life to the cause of abolishing slavery 
throughout the British Empire, which occurred in 1833 in no small part 
to his unrelenting efforts. Following his death in 1838, a memorial to him 
was dedicated in Westminster Abbey. 


Lawrence's portrait of Mrs. Babington was painted at the height of 
the artist's international fame, when he was generally acknowledged 
as the foremost English portraitist of his day. The modest half-length 
format, with the sitter posed before a curtain that is drawn back 
to reveal an autumnal landscape, was a favorite of the artist and 
frequently employed throughout his career. It seems particularly well- 
suited to depicting a modest but sympathetic subject who radiates 
a sense of gentle self-possession. As is often the case with female 
sitters of this era, little is known of the woman herself whom Lawrence 
so tenderly portrayed, apart from her roles as daughter, sister and wife, 
but Jean Babington's long and deep immersion in the most advanced 
circles of ardent and devout social reformers suggests that she, too, 
would have led a life of faith and humanitarian activism. Lawrence 
enlivens his simple composition with the rapid and creamy brushwork 
and sparkling effects of light shimmering across flesh and fabrics for 
which he is celebrated. 
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GASPAR VAN WITTEL, CALLED VANVITELLI (AMERSFOORT 1652/3-1736 ROME) 
A view of Santa Maria della Salute, Venice, seen from the entrance of the Grand Canal 
signed and dated 'GASPARO VAN VITEL ROMA 1714" (lower left on the boat) 
oil on canvas 
2134 x 4255 in. (55.1 x 108.2 cm.) 
£700,000-1,000,000 


OLD MASTERS EVENING SALE 
London, 8 July 2021 
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These Conditions of Sale and the Important Notices and 
Explanation of Cataloguing Practice set out the terms on 
which we offer the lots listed in this catalogue for sale. 
By registering to bid and/or by bidding at auction you 
agree to these terms, so you should read them carefully 
before doing so. You will find a glossary at the end 
explaining the meaning of the words and expressions 
coloured in bold. 


Unless we own a lot in whole or in part (A symbo)), 
Christie's acts as agent for the seller. 


A BEFORE THE SALE 
1 DESCRIPTION OF LOTS 


(a) Certain words used in the catalogue description have 
special meanings. You can find details of these on the 
page headed “Important Notices and Explanation 
of Cataloguing Practice” which forms part of these 
terms. You can find a key to the Symbols found next 
to certain catalogue entries under the section of the 
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(b) Our description of any lot in the catalogue, any 
condition report and any other statement made 
by us (whether orally or in writing) about any 
lot, including about its nature or condition, 
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2 OUR RESPONSIBILITY FOR OUR 
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We do not provide any guarantee in relation to the 
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Lots are sold “as is,” in the condition they are in at 
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bidder accepts personal liability to pay the purchase 
price and all other sums due unless it has been agreed 
in writing with Christie’s, before commencement of the 
auction, that the bidder is acting as an agent on behalf 
of a named third party acceptable to Christie’s and that 
Christie’s will only seek payment from the named 


third party. 


5 BIDDING IN PERSON 


If you wish to bid in the saleroom you must register for a 
numbered bidding paddle at least 30 minutes before the 
auction. You may register online at www.christies.com 
or in person. For help, please contact the Client Service 
Department on +1 212-636-2000. 


6 BIDDING SERVICES 


The bidding services described below are a free service 

offered as a convenience to our clients and Christie’s 

is not responsible for any error (human or otherwise), 

omission, or breakdown in providing these services. 

(a) Phone Bids 
Your request for this service must be made no 
later than 24 hours prior to the auction. We will 
accept bids by telephone for lots only if our staff 
are available to take the bids. If you need to bid in a 
language other than in English, you must arrange this 
well before the auction. We may record telephone 
bids. By bidding on the telephone, you are agreeing 
to us recording your conversations. You also agree 
that your telephone bids are governed by these 
Conditions of Sale. 

(b) Internet Bids on Christie's LIVE™ 
For certain auctions we will accept bids over 
the Internet. For more information, please visit 
https://www.christies.com/buying-services/ 
buying-guide/register-and-bid/ As well as these 
Conditions of Sale, internet bids are governed by the 
Christie's LIVE™ Terms of Use which are available 
on is https://www.christies.com/LiveBidding/ 
OnlineTermsOfUse.aspx. 

(c) Written Bids 
You can find a Written Bid Form at the back of our 
catalogues, at any Christie’s office, or by choosing the 
sale and viewing the lots online at www.christies. 
com. We must receive your completed Written 
Bid Form at least 24 hours before the auction. Bids 
must be placed in the currency of the saleroom. The 
auctioneer will take reasonable steps to carry out 
written bids at the lowest possible price, taking into 
account the reserve. If you make a written bid on 
a lot which does not have a reserve and there is no 
higher bid than yours, we will bid on your behalf at 
around 50% of the low estimate or, if lower, the 
amount of your bid. If we receive written bids on a 
lot for identical amounts, and at the auction these are 
the highest bids on the lot, we will sell the lot to the 
bidder whose written bid we received first. 


C CONDUCTING THE SALE 
1 WHO CAN ENTER THE AUCTION 


We may, at our option, refuse admission to our premises 
or decline to permit participation in any auction or to 
reject any bid. 


2 RESERVES 

Unless otherwise indicated, all lots are subject to a reserve. 
We identify lots that are offered without reserve with the 
symbol + next to the lot number. The reserve cannot be 
more than the lot”s low estimate. 


3 AUCTIONEER'S DISCRETION 


The auctioneer can at his or her sole option: 

(a) refuse any bid; 

(b) move the bidding backwards or forwards in any way 
he or she may decide, or change the order of the lots; 

(c) withdraw any lot; 

(d) divide any lot or combine any two or more lots; 

(e) reopen or continue the bidding even after the 
hammer has fallen; and 

(f) in the case of error or dispute related to bidding 
and whether during or after the auction, continue 
the bidding, determine the successful bidder, cancel 
the sale of the lot, or reoffer and resell any lot. 
If you believe that the auctioneer has accepted the 
successful bid in error, you must provide a written 
notice detailing your claim within 3 business days 
of the date of the auction. The auctioneer will 
consider such claim in good faith. If the auctioneer, 
in the exercise of his or her discretion under this 
paragraph, decides after the auction is complete, to 
cancel the sale of a lot, or reoffer and resell a lot, 
he or she will notify the successful bidder no later 
than by the end of the 7th calendar day following the 
date of the auction. The auctioneer”s decision in 
exercise of this discretion is final. This paragraph 
does not in any way prejudice Christie's ability 
to cancel the sale of a lot under any other applicable 
provision of these Conditions of Sale, including the 
rights of cancellation set forth in sections B(3), 


E(2)(), F(4), and J(1). 


4 BIDDING 


The auctioneer accepts bids from: 

(a) bidders in the saleroom; 

(b) telephone bidders; 

(c) internet bidders through "Christie's LIVETM (as 
shown above in paragraph B6); and 

(d) written bids (also known as absentee bids or 
commission bids) left with us by a bidder before 
the auction. 


5 BIDDING ON BEHALF OF THE SELLER 


The auctioneer may, at his or her sole option, bid 

on behalf of the seller up to but not including the 
amount of the reserve either by making consecutive 
bids or by making bids in response to other bidders. 
The auctioneer will not identify these as bids made on 
behalf of the seller and will not make any bid on behalf 
of the seller at or above the reserve. If lots are offered 
without reserve, the auctioneer will generally decide 
to open the bidding at 50% of the low estimate for the 
lot. If no bid is made at that level, the auctioneer may 
decide to go backwards at his or her sole option until a 
bid is made, and then continue up from that amount. In 
the event that there are no bids on a lot, the auctioneer 
may deem such lot unsold. 


6 BIDINCREMENTS 


Bidding generally starts below the low estimate and 
increases in steps (bid increments). The auctioneer will 
decide at his or her sole option where the bidding should 
start and the bid increments. The usual bid increments 
are shown for guidance only on the Written Bid Form at 
the back of this catalogue. 


7 CURRENCY CONVERTER 


The saleroom video screens (and Christies LIVETM) may 
show bids in some other major currencies as well as US 
dollars. Any conversion is for guidance only and we 
cannot be bound by any rate of exchange used. Christie's 
is not responsible for any error (human or otherwise), 
omission or breakdown in providing these services. 


8 SUCCESSFUL BIDS 


Unless the auctioneer decides to use his or her 
discretion as set out in paragraph C3 above, when the 
auctioneer”s hammer strikes, we have accepted the 
last bid. This means a contract for sale has been formed 
between the seller and the successful bidder. We will 
issue an invoice only to the registered bidder who 
made the successful bid. While we send out invoices by 
mail and/or email after the auction, we do not accept 
responsibility for telling you whether or not your bid 
was successful. If you have bid by written bid, you 
should contact us by telephone or in person as soon as 
possible after the auction to get details of the outcome 
of your bid to avoid having to pay unnecessary storage 
charges. 


9 LOCAL BIDDING LAWS 


You agree that when bidding in any of our sales that you 
will strictly comply with all local laws and regulations in 
force at the time of the sale for the relevant sale site. 


D THE BUYER’S PREMIUM AND TAXES 
1 THE BUYER’S PREMIUM 


In addition to the hammer price, the successful bidder 
agrees to pay us a buyer’s premium on the hammer 
price of each lot sold. On all lots we charge 25% of the 
hammer price up to and including US$600,000, 20% 
on that part of the hammer price over US$600,000 
and up to and including US$6,000,000, and 14.5% of 
that part of the hammer price above US$6,000,000. 


2 TAXES 


The successful bidder is responsible for any applicable 
taxes including any sales or use tax or equivalent tax 
wherever such taxes may arise on the hammer price, 
the buyer’s premium, and/or any other charges 
related to the lot. 

For lots Christie’s ships to or within the United States, 
a sales or use tax may be due on the hammer price, 
buyer’s premium, and/or any other charges related 
to the lot, regardless of the nationality or citizenship 

of the successful bidder. Christie’s will collect sales tax 
where legally required. The applicable sales tax rate will 
be determined based upon the state, county, or locale 
to which the lot will be shipped. Christie’s shall collect 
New York sales tax at a rate of 8.875% for any lot 
collected from Christie’s in New York. 

In accordance with New York law, if Christie’s arranges 
the shipment of a lot out of New York State, New 
York sales tax does not apply, although sales tax or other 
applicable taxes for other states may apply. If you hire 

a shipper (other than a common carrier authorized by 
Christie’s), to collect the lot from a Christie’s New York 
location, Christie’s must collect New York sales tax 

on the lot at a rate of 8.875% regardless of the ultimate 
destination of the lot. 

If Christie’s delivers the lot to, or the lot is collected 
by, any framer, restorer or other similar service provider 
in New York that you have hired, New York law 
considers the lot delivered to the successful bidder in 
New York and New York sales tax must be imposed 
regardless of the ultimate destination of the lot. In this 
circumstance, New York sales tax will apply to the lot 
even if Christie’s or a common carrier (authorized by 
Christie’s that you hire) subsequently delivers the lot 
outside New York. 

Successful bidders claiming an exemption from sales tax 
must provide appropriate documentation to Christie’s 
prior to the release of the lot or within 90 days after 

the sale, whichever is earlier. For shipments to those 
states for which Christie’s is not required to collect sales 
tax, a successful bidder may have a use or similar tax 
obligation. It is the successful bidder’s responsibility to pay all 
taxes due. Christie’s recommends you consult your own 
independent tax advisor with any questions. 


E WARRANTIES 
1 SELLER'S WARRANTIES 


For each lot, the seller gives a warranty that the seller: 
(a) is the owner of the lot or a joint owner of the lot 
acting with the permission of the other co-owners 
or, if the seller is not the owner or a joint owner of 
the lot, has the permission of the owner to sell the 
lot, or the right to do so in law; and 
(b) has the right to transfer ownership of the lot to 
the buyer without any restrictions or claims by 
anyone else. 
If either of the above warranties are incorrect, the seller 
shall not have to pay more than the purchase price (as 
defined in paragraph F1(a) below) paid by you to us. 
The seller will not be responsible to you for any reason 
for loss of profits or business, expected savings, loss of 
opportunity or interest, costs, damages, other damages 
or expenses. The seller gives no warranty in relation to 
any lot other than as set out above and, as far as the seller 
is allowed by law, all warranties from the seller to you, 
and all other obligations upon the seller which may be 
added to this agreement by law, are excluded. 


2 OUR AUTHENTICITY WARRANTY 


We warrant, subject to the terms below, that the lots in 
our sales are authentic (our “authenticity warranty’). 
If, within 5 years of the date of the auction, you give 
notice to us that your lot is not authentic, subject to the 
terms below, we will refund the purchase price paid 
by you. The meaning of authentic can be found in the 
glossary at the end of these Conditions of Sale. The terms 
of the authenticity warranty are as follows: 

(a) It will be honored for claims notified within a 
period of s years from the date of the auction. After 
such time, we will not be obligated to honor the 
authenticity warranty. 

(b) It is given only for information shown in 
UPPERCASE type in the first line of the 
catalogue description (the Heading”). It does 
not apply to any information other than in the 
Heading even if shown in UPPERCASE type. 


(c) The authenticity warranty does not apply to any 
Heading or part of a Heading which is qualified. 
Qualified means limited by a clarification in a lot’s 
catalogue description or by the use in a Heading 
of one of the terms listed in the section titled 
Qualified Headings on the page of the catalogue 
headed “Important Notices and Explanation of 
Cataloguing Practice”. For example, use of the term 
“ATTRIBUTED TO...” in a Heading means that 
the lot is in Christie’s opinion probably a work by 
the named artist but no warranty is provided that 
the lot is the work of the named artist. Please read 
the full list of Qualified Headings and a lot’s full 
catalogue description before bidding. 

(d) The authenticity warranty applies to the 

Heading as amended by any Saleroom Notice. 

The authenticity warranty does not apply where 


~ 
O 
_ 


scholarship has developed since the auction leading 

to a change in generally accepted opinion. Further, 

it does not apply if the Heading either matched the 

generally accepted opinion of experts at the date of the 

auction or drew attention to any conflict of opinion. 

(f) The authenticity warranty does not apply if the 
lot can only be shown not to be authentic by a 
scientific process which, on the date we published 
the catalogue, was not available or generally accepted 
for use, or which was unreasonably expensive or 
impractical, or which was likely to have damaged 
the lot. 

(g) The benefit of the authenticity warranty is only 
available to the original buyer shown on the invoice 
for the lot issued at the time of the sale and only if 
on the date of the notice of claim, the original buyer 
is the full owner of the lot and the lot is free from 
any claim, interest or restriction by anyone else. The 
benefit of this authenticity warranty may not be 
transferred to anyone else. 

(h) In order to claim under the authenticity warranty 
you must: 

(1) give us written notice of your claim within $ years 
of the date of the auction. We may require full 
details and supporting evidence of any such claim; 

(11) at Christie's option, we may require you to 
provide the written opinions of two recognised 

experts in the field of the lot mutually agreed by 
you and us in advance confirming that the lot is 
not authentic. If we have any doubts, we reserve 
the right to obtain additional opinions at our 
expense; and 

(111) return the lot at your expense to the saleroom 

from which you bought it in the condition it 
was in at the time of sale. 

(i) Your only right under this authenticity warranty 
is to cancel the sale and receive a refund of the 
purchase price paid by you to us. We will not, 
under any circumstances, be required to pay you 
more than the purchase price nor will we be liable 
for any loss of profits or business, loss of opportunity 
or value, expected savings or interest, costs, damages, 
other damages or expenses. 

(j) Books. Where the lot is a book, we give an 
additional warranty for 21 days from the date 
of the auction that any lot is defective in text or 
illustration, we will refund your purchase price, 
subject to the following terms: 

(a) This additional warranty does not apply to: 

(1) the absence of blanks, half titles, tissue guards or 
advertisements, damage in respect of bindings, 
stains, spotting, marginal tears or other defects 
not affecting completeness of the text or 
illustration; 

(ii) drawings, autographs, letters or manuscripts, 

signed photographs, music, atlases, maps 
or periodicals; 

(111) books not identified by title; 

(iv) lots sold without a printed estimate; 

(v) books which are described in the catalogue as 
sold not subject to return; or 

(vi) defects stated in any condition report or 

announced at the time of sale. 

(b) To make a claim under this paragraph you must 
give written details of the defect and return the 
lot to the sale room at which you bought it in 
the same condition as at the time of sale, within 
21 days of the date of the sale. 

(k) South East Asian Modern and Contemporary 
Art and Chinese Calligraphy and Painting. 

In these categories, the authenticity warranty 

does not apply because current scholarship does not 

permit the making of definitive statements. Christie’s 
does, however, agree to cancel a sale in either of 
these two categories of art where it has been proven 
the lot is a forgery. Christie’s will refund to the 
original buyer the purchase price in accordance 
with the terms of Christie's Authenticity Warranty, 
provided that the original buyer notifies us with full 
supporting evidence documenting the forgery claim 
within twelve (12) months of the date of the auction. 

Such evidence must be satisfactory to us that the 

property is a forgery in accordance with paragraph 


E2(h)(11) above and the property must be returned 
to us in accordance with E2h(iii) above. Paragraphs 
E2(b), (ር), (d), (e), (£) and (g) and (i) also apply to a 
claim under these categories. 

(1) Chinese, Japanese and Korean artefacts 
(excluding Chinese, Japanese and Korean 
calligraphy, paintings, prints, drawings and 
jewellery). In these categories, paragraph E2 
(b) — (e) above shall be amended so that where 
no maker or artist is identified, the authenticity 
warranty is given not only for the Heading but 
also for information regarding date or period shown 
in UPPERCASE type in the second line of the 
catalogue description (the Subheading”). 
Accordingly, all references to the Heading in 
paragraph E2 (b) — (e) above shall be read as references 
to both the Heading and the Subheading. 


3 NO IMPLIED WARRANTIES 

EXCEPT AS SET FORTH IN PARAGRAPHS E1 AND E2 
ABOVE, NEITHER THE SELLER NOR THE CHRISTIE'S 
GROUP MAKE ANY OTHER WARRANTY, EXPRESS 
OR IMPLIED, ORAL OR WRITTEN, WITH RESPECT TO 
THE LOT, INCLUDING THE IMPLIED WARRANTIES OF 
MERCHANTABILITY OR FITNESS FOR A PARTICULAR 
PURPOSE, EACH OF WHICH IS SPECIFICALLY 
DISCLAIMED. 


4 YOUR WARRANTIES 


(a) You warrant that the funds used for settlement are 
not connected with any criminal activity, including 
tax evasion, and you are neither under investigation, 
nor have you been charged with or convicted of 
money laundering, terrorist activities or other crimes. 

(b) where you are bidding on behalf of another person, 
you warrant that: 

(1) you have conducted appropriate customer due 
diligence on the ultimate buyer(s) of the lot(s) in 
accordance with all applicable anti-money 
laundering and sanctions laws, consent to us 
relying on this due diligence, and you will retain 
for a period of not less than 5 years the 
documentation evidencing the due diligence. 
You will make such documentation promptly 
available for immediate inspection by an 
independent third-party auditor upon our written 
request to do so; 

(11) the arrangements between you and the ultimate 
buyer(s) in relation to the lot or otherwise do not, 
in whole or in part, facilitate tax crimes; 

(111) you do not know, and have no reason to suspect, 
that the funds used for settlement are connected 
with, the proceeds of any criminal activity, 
including tax evasion, or that the ultimate buyer(s) 
are under investigation, or have been charged 
with or convicted of money laundering, terrorist 
activities or other crimes. 


F PAYMENT 
1 HOW TO PAY 


(a) Immediately following the auction, you must pay 

the purchase price being: 

(i) the hammer price; and 

(ii) the buyer’s premium; and 

(11) any applicable duties, goods, sales, use, 
compensating or service tax, or VAT. 

Payment is due no later than by the end of the 

7th calendar day following the date of the auction 

(the “due date”). 

(b) We will only accept payment from the registered 
bidder. Once issued, we cannot change the buyer’s 
name on an invoice or re-issue the invoice in a different 
name. You must pay immediately even if you want to 
export the lot and you need an export licence. 

(c) You must pay for lots bought at Christie’s in the 
United States in the currency stated on the invoice in 
one of the following ways: 

(i) Wire transfer 
JP Morgan Chase Bank, N.A., 
270 Park Avenue, New York, NY 10017; 
ABA# 021000021; FBO: Christie’s Inc.; 
Account # 957-107978, 
for international transfers, SWIFT: CHASUS33. 
(ii) Credit Card. 
We accept Visa, MasterCard, American Express 
and China Union Pay. Credit card payments at 
the New York premises will only be accepted for 
New York sales. Christie’s will not accept credit 
card payments for purchases in any other sale site. 
(111) Cash 
We accept cash payments (including money 
orders and traveller’s checks) subject to a 
maximum global aggregate of US$7,500 per 
buyer. 
(iv) Bank Checks 
You must make these payable to Christie’s 
Inc. and there may be conditions. Once we 
have deposited your check, property cannot be 
released until five business days have passed. 


(v) Checks 
You must make checks payable to Christie’s Inc. 
and they must be drawn from US dollar accounts 
from a US bank. 

(d) You must quote the sale number, your invoice 
number and client number when making a payment. 
All payments sent by post must be sent to: 

Christie’s Inc. Post-Sale Services, 
20 Rockefeller Center, New York, NY 10020. 

(e) For more information please contact our Post-Sale 
Services by phone at +1 212 636 2650 or fax at +1 
212 636 4939 or email PostSaleUS@christies.com. 


2 TRANSFERRING OWNERSHIP TO YOU 


You will not own the lot and ownership of the lot will 
not pass to you until we have received full and clear 
payment of the purchase price, even in circumstances 
where we have released the lot to you. 


3 TRANSFERRING RISK TO YOU 


The risk in and responsibility for the lot will transfer to 

you from whichever is the earlier of the following: 

(a) When you collect the lot; or 

(b) At the end of the 30th day following the date of the 
auction or, if earlier, the date the lot is taken into 
care by a third party warehouse as set out on the page 
headed ‘Storage and Collection’, unless we have 
agreed otherwise with you. 


4 WHAT HAPPENS IF YOU DO NOT PAY 


(a) If you fail to pay us the purchase price in full by 
the due date, we will be entitled to do one or more 
of the following (as well as enforce our rights under 
paragraph Fs and any other rights or remedies we 
have by law): 

(1) we can charge interest from the due date at a rate of 
up to 1.34% per month on the unpaid amount due; 

(ii) we can cancel the sale of the lot. If we do this, 
we may sell the lot again, publically or privately 
on such terms we shall think necessary or 
appropriate, in which case you must pay us any 
shortfall between the purchase price and the 
proceeds from the resale. You must also pay all 
costs, expenses, losses, damages and legal fees we 
have to pay or may suffer and any shortfall in the 
seller’s commission on the resale; 

(111) we can pay the seller an amount up to the net 
proceeds payable in respect of the amount bid 
by your default in which case you acknowledge 
and understand that Christie’s will have all of 
the rights of the seller to pursue you for 
such amounts; 

(iv) we can hold you legally responsible for 
the purchase price and may begin legal 
proceedings to recover it together with other 
losses, interest, legal fees and costs as far as we are 
allowed by law; 

(v) we can take what you owe us from any amounts 
which we or any company in the Christie’s 
Group may owe you (including any deposit or 
other part-payment which you have paid to us); 

(vi) we can, at our option, reveal your identity and 
contact details to the seller; 

(vii) we can reject at any future auction any bids made 
by or on behalf of the buyer or to obtain a 
deposit from the buyer before accepting any bids; 

(viii) we can exercise all the rights and remedies of 

a person holding security over any property 

in our possession owned by you, whether by 
way of pledge, security interest or in any other 
way as permitted by the law of the place where 
such property is located. You will be deemed 
to have granted such security to us and we may 
retain such property as collateral security for 
your obligations to us; and 

(ix) we can take any other action we see necessary 
or appropriate. 

(b) If you owe money to us or to another Christie’s 
Group company, we can use any amount you do 
pay, including any deposit or other part-payment 
you have made to us, or which we owe you, to pay 
off any amount you owe to us or another Christie’s 
Group company for any transaction. 


5 KEEPING YOUR PROPERTY 


If you owe money to us or to another Christie’s 
Group company, as well as the rights set out in F4 
above, we can use or deal with any of your property we 
hold or which is held by another Christie’s Group 
company in any way we are allowed to by law. We will 
only release your property to you after you pay us or the 
relevant Christie’s Group company in full for what 
you owe. However, if we choose, we can also sell your 
property in any way we think appropriate. We will use 
the proceeds of the sale against any amounts you owe us 
and we will pay any amount left from that sale to you. 
If there is a shortfall, you must pay us any difference 
between the amount we have received from the sale and 
the amount you owe us. 


G COLLECTION AND STORAGE 


(a) You must collect purchased lots within seven days 
from the auction (but note that lots will not be 
released to you until you have made full and 
clear payment of all amounts due to us). 

(b) Information on collecting lots is set out on the storage 
and collection page and on an information sheet 
which you can get from the bidder registration staff or 
Christie’s Post-Sale Services Department on 
+1 212 636 2650. 

(ር) If you do not collect any lot within thirty days 
following the auction we may, at our option 
(i) charge you storage costs at the rates set out at 

www.christies.com/storage. 

(ii) move the lot to another Christie’s location or an 
affiliate or third party warehouse and charge you 
transport costs and administration fees for doing 
so and you will be subject to the third party 
storage warehouse’s standard terms and to pay 
for their standard fees and costs. 

(iu) sell the lot in any commercially reasonable way 

we think appropriate. 

(d) The Storage conditions which can be found at 
www.christies.com/storage will apply. 

(e) In accordance with New York law, if you have paid 
for the lot in full but you do not collect the lot within 
180 calendar days of payment, we may charge you 
New York sales tax for the lot. 

(f) Nothing in this paragraph is intended to limit our 
rights under paragraph F4. 


H TRANSPORT AND SHIPPING 
1 SHIPPING 


We would be happy to assist in making shipping 
arrangements on request. You must make all transport 
and shipping arrangements. However, we can arrange to 
pack, transport, and ship your property if you ask us to 
and pay the costs of doing so. We recommend that you 
ask us for an estimate, especially for any large items or 
items of high value that need professional packing. We 
may also suggest other handlers, packers, transporters, 
or experts if you ask us to do so. For more information, 
please contact Christie’s Post-Sale Services at +1 212 
636 2650. See the information set out at https://www. 
christies.com/buying-services/buying-guide/ 
ship/ or contact us at PostSaleUS@christies.com. 

We will take reasonable care when we are handling, 
packing, transporting, and shipping a. However, if we 
recommend another company for any of these purposes, 
we are not responsible for their acts, failure to act, or 
neglect. 


2 EXPORT AND IMPORT 


Any lot sold at auction may be affected by laws on 
exports from the country in which it is sold and the 
import restrictions of other countries. Many countries 
require a declaration of export for property leaving 

the country and/or an import declaration on entry of 

property into the country. Local laws may prevent you 

from importing a lot or may prevent you selling a lot in 
the country you import it into. 

(a) You alone are responsible for getting advice about 
and meeting the requirements of any laws or 
regulations which apply to exporting or importing 
any lot prior to bidding. If you are refused a licence 
or there is a delay in getting one, you must still pay us 
in full for the lot. We may be able to help you apply 
for the appropriate licences if you ask us to and pay 
our fee for doing so. However, we cannot guarantee 
that you will get one. For more information, please 
contact Christie’s Post-Sale Services Department at 
+1 212 636 2650 and PostSaleUS@christies.com. 

See the information set out at https://www. 
christies.com/buying-services/buying-guide/ 
ship/ or contact us at PostSaleUS@christies.com. 

(b) You alone are responsible for any applicable taxes, 

tariffs or other government-imposed charges relating 

to the export or import of the lot. If Christie’s 
exports or imports the lot on your behalf, and if 

Christie’s pays these applicable taxes, tariffs or other 

government-imposed charges, you agree to refund 

that amount to Christie’s. 

Endangered and protected species 

Lots made of or including (regardless of the 

percentage) endangered and other protected species 

of wildlife are marked with the symbol ~ in the 
catalogue. This material includes, among other 
things, ivory, tortoiseshell, crocodile skin, rhinoceros 
horn, whalebone certain species of coral, and 

Brazilian rosewood. You should check the relevant 

customs laws and regulations before bidding on any 

lot containing wildlife material if you plan to import 
the lot into another country. Several countries refuse 
to allow you to import property containing these 
materials, and some other countries require a licence 
from the relevant regulatory agencies in the countries 
of exportation as well as importation. In some cases, 
the lot can only be shipped with an independent 
scientific confirmation of species and/or age, and 
you will need to obtain these at your own cost. 


(d) Lots containing Ivory or materials 
resembling ivory 
If a lot contains elephant ivory, or any other wildlife 
material that could be confused with elephant 
ivory (for example, mammoth ivory, walrus ivory, 
helmeted hornbill ivory) you may be prevented from 
exporting the lot from the US or shipping it between 
US States without first confirming its species by 
way of a rigorous scientific test acceptable to the 
applicable Fish and Wildlife authorities. You will 
buy that lot at your own risk and be responsible for 
any scientific test or other reports required for export 
from the USA or between US States at your own 
cost. We will not be obliged to cancel your purchase 
and refund the purchase price if your lot may 
not be exported, imported or shipped between US 
States, or it is seized for any reason by a government 
authority. It is your responsibility to determine and 
satisfy the requirements of any applicable laws or 
regulations relating to interstate shipping, export or 
import of property containing such protected or 
regulated material. 

(e) Lots of Iranian origin 
Some countries prohibit or restrict the purchase, the 
export and/or import of Iranian-origin “works of 
conventional craftsmanship” (works that are not by 
a recognized artist and/or that have a function, (for 
example: carpets, bowls, ewers, tiles, ornamental 
boxes). For example, the USA prohibits the import 
and export of this type of property without a license 
issued by the US Department of the Treasury, Office 
of Foreign Assets Control. Other countries, such as 
Canada, only permit the import of this property in 
certain circumstances. As a convenience to buyers, 
Christie’s indicates under the title of a lot if the lot 
originates from Iran (Persia). It is your responsibility 
to ensure you do not bid on or import a lot in 
contravention of the sanctions or trade embargoes 
that apply to you. 

(f) Gold 
Gold of less than 18ct does not qualify in all countries 
as ‘gold’ and may be refused import into those 
countries as ‘gold’. 

(g) Watches 
Many of the watches offered for sale in this catalogue are 
pictured with straps made of endangered or protected 
animal materials such as alligator or crocodile. These 
lots are marked with the symbol Y in the catalogue. 
These endangered species straps are shown for display 
purposes only and are not for sale. Christie's will remove 
and retain the strap prior to shipment from the sale 
site. At some sale sites, Christie's may, at its discretion, 
make the displayed endangered species strap available 
to the buyer of the lot free of charge if collected in 
person from the sale site within 1 year of the date of the 
auction. Please check with the department for details 
on a particular lot. 


For all symbols and other markings referred to in 
paragraph H2, please note that lots are marked as a 
convenience to you, but we do not accept liability for 
errors or for failing to mark lots. 


I OUR LIABILITY TO YOU 


(a) We give no warranty in relation to any statement 
made, or information given, by us or our 
representatives or employees, about any lot other than 
as set out in the authenticity warranty and, as far 
as we are allowed by law, all warranties and other 
terms which may be added to this agreement by law 
are excluded. The sellers warranties contained in 
paragraph E1 are their own and we do not have any 
liability to you in relation to those warranties. 

(b) (1) We are not responsible to you for any reason 
(whether for breaking this agreement or any other 
matter relating to your purchase of, or bid for, any 
lot) other than in the event of fraud or fraudulent 
misrepresentation by us or other than as expressly 
set out in these conditions of sale; or 

(11) give any representation, warranty or guarantee 
or assume any liability of any kind in respect of 
any lot with regard to merchantability, fitness 
for a particular purpose, description, size, quality, 
condition, attribution, authenticity, rarity, 
importance, medium, provenance, exhibition 
history, literature, or historical relevance. Except 
as required by local law, any warranty of any kind 
is excluded by this paragraph. 

(c) In particular, please be aware that our written and 
telephone bidding services, Christie’s LIVE™, 
condition reports, currency converter and 
saleroom video screens are free services and we are 
not responsible to you for any error (human or 
otherwise), omission or breakdown in these services. 

(d) We have no responsibility to any person other than a 
buyer in connection with the purchase of any lot. 

(e) If, in spite of the terms in paragraphs I(a) to (d) or 
E2(1) above, we are found to be liable to you for 
any reason, we shall not have to pay more than the 
purchase price paid by you to us. We will not be 


responsible to you for any reason for loss of profits 
or business, loss of opportunity or value, expected 
savings or interest, costs, damages, or expenses. 


J OTHER TERMS 
1 OUR ABILITY TO CANCEL 


In addition to the other rights of cancellation contained 
in this agreement, we can cancel a sale of a lot if : (i) any 
of your warranties in paragraph E3 are not correct; (ii) 
we reasonably believe that completing the transaction is, 
or may be, unlawful; or (iii) we reasonably believe that 
the sale places us or the seller under any liability to 
anyone else or may damage our reputation. 


2 RECORDINGS 


We may videotape and record proceedings at any 
auction. We will keep any personal information 
confidential, except to the extent disclosure is required 
by law. However, we may, through this process, use 

or share these recordings with another Christie’s 
Group company and marketing partners to analyse our 
customers and to help us to tailor our services for buyers. 
If you do not want to be videotaped, you may make 
arrangements to make a telephone or written bid or bid 
on Christie’s LIVE™ instead. Unless we agree otherwise 
in writing, you may not videotape or record proceedings 
at any auction. 


3 COPYRIGHT 


We own the copyright in all images, illustrations and 
written material produced by or for us relating to a 

lot (including the contents of our catalogues unless 
otherwise noted in the catalogue). You cannot use them 
without our prior written permission. We do not offer 
any guarantee that you will gain any copyright or other 
reproduction rights to the lot. 


4 ENFORCING THIS AGREEMENT 


If a court finds that any part of this agreement is not valid 
or is illegal or impossible to enforce, that part of the 
agreement will be treated as being deleted and the rest of 
this agreement will not be affected. 


5 TRANSFERRING YOUR RIGHTS 
AND RESPONSIBILITIES 


You may not grant a security over or transfer your rights 
or responsibilities under these terms on the contract of 
sale with the buyer unless we have given our written 
permission. This agreement will be binding on your 
successors or estate and anyone who takes over your 
rights and responsibilities. 


6 TRANSLATIONS 


If we have provided a translation of this agreement, we 
will use this original version in deciding any issues or 
disputes which arise under this agreement. 


7 PERSONAL INFORMATION 


We will hold and process your personal information and 
may pass it to another Christie’s Group company for 
use as described in, and in line with, our privacy notice 
at www.christies.com/about-us/contact/privacy 
and if you are a resident of California you can see a copy 
of our California Consumer Privacy Act statement at 
www.christies.com/about-us/contact/ccpa. 


8 WAIVER 


No failure or delay to exercise any right or remedy 
provided under these Conditions of Sale shall constitute 
a waiver of that or any other right or remedy, nor shall 
it prevent or restrict the further exercise of that or any 
other right or remedy. No single or partial exercise of 
such right or remedy shall prevent or restrict the further 
exercise of that or any other right or remedy. 


9 LAW AND DISPUTES 


This agreement, and any non-contractual obligations 
arising out of or in connection with this agreement, or 
any other rights you may have relating to the purchase of 
a lot will be governed by the laws of New York. Before 
we or you start any court proceedings (except in the 
limited circumstances where the dispute, controversy or 
claim is related to proceedings brought by someone else 
and this dispute could be joined to those proceedings), 
we agree we will each try to settle the dispute by 
mediation submitted to JAMS, or its successor, for 
mediation in New York. If the Dispute is not settled by 
mediation within 60 days from the date when mediation 
is initiated, then the Dispute shall be submitted to 
JAMS, or its successor, for final and binding arbitration 
in accordance with its Comprehensive Arbitration 
Rules and Procedures or, if the Dispute involves a non- 
U.S. party, the JAMS International Arbitration Rules. 
The seat of the arbitration shall be New York and the 
arbitration shall be conducted by one arbitrator, who 
shall be appointed within 30 days after the initiation 

of the arbitration. The language used in the arbitral 
proceedings shall be English. The arbitrator shall order 


the production of documents only upon a showing 
that such documents are relevant and material to the 
outcome of the Dispute. The arbitration shall be 
confidential, except to the extent necessary to enforce 

a judgment or where disclosure is required by law. The 
arbitration award shall be final and binding on all parties 
involved. Judgment upon the award may be entered 

by any court having jurisdiction thereof or having 
jurisdiction over the relevant party or its assets. This 
arbitration and any proceedings conducted hereunder 
shall be governed by Title 9 (Arbitration) of the United 
States Code and by the United Nations Convention on 
the Recognition and Enforcement of Foreign Arbitral 
Awards of June 10, 1958. 


10 REPORTING ON 
WWW.CHRISTIES.COM 


Details of all lots sold by us, including catalogue 
descriptions and prices, may be reported on 
www.christies.com. Sales totals are hammer price 
plus buyer’s premium and do not reflect costs, 
financing fees, or application of buyer’s or seller’s credits. 
We regret that we cannot agree to requests to remove 
these details from www.christies.com. 


K GLOSSARY 
auctioneer: the individual auctioneer and/or 
Christie’s. 
authentic: authentic : a genuine example, rather than a 
copy or forgery of: 
(1) the work of a particular artist, author or 
manufacturer, if the lot is described in the 
Heading as the work of that artist, author 
or manufacturer; 
(ii) a work created within a particular period or 
culture, if the lot is described in the Heading as 
a work created during that period or culture; 

(iii) a work for a particular origin source if the lot is 
described in the Heading as being of that origin 
or source; or 

(iv) in the case of gems, a work which is made of a 

particular material, if the lot is described in the 
Heading as being made of that material. 
authenticity warranty: the guarantee we give in this 
agreement that a lot is authentic as set out in paragraph 
E2 of this agreement. 
buyer’s premium: the charge the buyer pays us along 
with the hammer price. 
catalogue description: the description of a lot in the 
catalogue for the auction, as amended by any saleroom 
notice. 
Christie’s Group: Christie’s International Plc, 
its subsidiaries and other companies within its 
corporate group. 
condition: the physical condition of a lot. 
due date: has the meaning given to it paragraph F1 (a). 
estimate: the price range included in the catalogue or 
any saleroom notice within which we believe a lot may 
sell. Low estimate means the lower figure in the range 
and high estimate means the higher figure. The mid 
estimate is the midpoint between the two. 
hammer price: the amount of the highest bid the 
auctioneer accepts for the sale of a lot. 
Heading: has the meaning given to it in paragraph E2. 
lot: an item to be offered at auction (or two or more 
items to be offered at auction as a group). 
other damages: any special, consequential, incidental 
or indirect damages of any kind or any damages which 
fall within the meaning of ‘special’, ‘incidental’ or 
‘consequential’ under local law. 
purchase price: has the meaning given to it in 
paragraph F1(a). 
provenance: the ownership history of a lot. 
qualified: has the meaning given to it in paragraph 
E2 and Qualified Headings means the paragraph 
headed Qualified Headings on the page of the 
catalogue headed ‘Important Notices and Explanation of 
Cataloguing Practice’. 
reserve: the confidential amount below which we will 
not sell a lot. 
saleroom notice: a written notice posted next to 
the lot in the saleroom and on www.christies.com, 
which is also read to prospective telephone bidders and 
notified to clients who have left commission bids, or an 
announcement made by the auctioneer either at the 
beginning of the sale, or before a particular lot 
is auctioned. 
Subheading: has the meaning given to it in 
paragraph E2. 
UPPER CASE type: means having all capital letters. 
warranty: a statement or representation in which the 
person making it guarantees that the facts set out in it 
are correct. 
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SYMBOLS USED IN THIS CATALOGUE 


The meaning of words coloured in bold in this section can be found at the end of the section of the catalogue headed ‘Conditions of Sale’ 


o 


Christie's has a direct financial interest in the lot. 
See Important Notices and Explanation of Cataloguing 
Practice. 


A 

Owned by Christie's or another Christie's Group 
company in whole or part. See Important Notices and 
Explanation of Cataloguing Practice. 


ቀ 


Christie's has a direct financial interest in the lot and 
has funded all or part of our interest with the help of 
someone else. See Important Notices and Explanation 
of Cataloguing Practice. 


a 


Bidding by interested parties 


Lot offered without reserve which will be sold to the 
highest bidder regardless of the pre-sale estimate in the 
catalogue. 


لم 


Lot incorporates material from endangered species 


which could result in export restrictions. See 
Paragraph H2(b) of the Conditions of Sale. 


See Storage and Collection pages in the catalogue. 


Lot incorporates material from endangered species that 
is not for sale and shown for display purposes only. 
See Paragraph H2(g) of the Conditions of Sale. 


۷ 

Please note that this lot is subject to an import tariff. The 
amount of the import tariff due 15 a percentage of the final 
hammer price plus buyer’s premium. The buyer should 
contact Post Sale Services prior to the sale to determine the 
estimated amount of the import tariff. If the buyer instructs 
Christie’s to arrange shipping of the lot to a foreign address, 
the buyer will not be required to pay the import tariff. If 
the buyer instructs Christie’s to arrange shipping of the lot 
to a domestic address, if the buyer collects the property in 
person, or if the buyer arranges their own shipping (whether 
domestically or internationally), the buyer will be required 
to pay the import tariff. For the purpose of calculating sales 
tax, if applicable, the import tariff will be added to the final 
hammer price plus buyer’s premium and sales tax will be 
collected as per The Buyer’s Premium and Taxes section of 


the Conditions of Sale. 


Please note that lots are marked as a convenience to you and we shall not be liable for any errors in, or failure to, mark a lot. 


IMPORTANT NOTICES AND EXPLANATION OF 


CATALOGUING PRACTICE 


IMPORTANT NOTICES 
A Property Owned in part or in full by Christie’s 


From time to time, Christie’s may offer a lot which it owns in whole or in 
part. Such property is identified in the catalogue with the symbol A next 
to its lot number. Where Christie’s has an ownership or financial interest 
in every lot in the catalogue, Christie’s will not designate each lot with a 
symbol, but will state its interest in the front of the catalogue. 


° Minimum Price Guarantees 


On occasion, Christie’s has a direct financial interest in the outcome of 
the sale of certain lots consigned for sale. This will usually be where it has 
guaranteed to the Seller that whatever the outcome of the auction, the 
Seller will receive a minimum sale price for the work. This is known as a 
minimum price guarantee. Where Christie’s holds such financial interest 
we identify such lots with the symbol * next to the lot number. 


° 4 Third Party Guarantees/Irrevocable bids 


Where Christie’s has provided a Minimum Price Guarantee it is at risk of 
making a loss if the lot fails to sell. Christie’s sometimes chooses to share 
that risk with a third party who agrees prior to the auction to place an 
irrevocable written bid on the lot. If there are no other higher bids, the 
third party commits to buy the lot at the level of their irrevocable written 
bid. In doing so, the third party takes on all or part of the risk of the lot not 
being sold. Lots which are subject to a third party guarantee arrangement 
are identified in the catalogue with the symbol ° ቀ. 


In most cases, Christie’s compensates the third party in exchange for 
accepting this risk. Where the third party is the successful bidder, the third 
party’s remuneration is based on a fixed financing fee. If the third party is 
not the successful bidder, the remuneration may either be based on a fixed 
fee or is an amount calculated against the hammer price. The third party 
may continue to bid for the lot above the irrevocable written bid. Where 
the third party is the successful bidder, Christie’s will report the purchase 
price net of the fixed financing fee. 


Third party guarantors are required by us to disclose to anyone they are 
advising their financial interest in any lots they are guaranteeing. However, 
for the avoidance of any doubt, if you are advised by or bidding through 
an agent on a lot identified as being subject to a third party guarantee, you 
should always ask your agent to confirm whether or not he or she has a 
financial interest in relation to the lot 


a Bidding by interested parties 


When a party with a direct or indirect interest in the lot who may have 
knowledge of the lot’s reserve or other material information may be 
bidding on the lot, we will mark the lot with this symbol ©. This interest 
can include beneficiaries of an estate that consigned the lot or a joint owner 
of a lot. Any interested party that successfully bids on a lot must comply 
with Christie’s Conditions of Sale, including paying the lot’s full Buyer’s 
Premium plus applicable taxes. 
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Post-catalogue notifications 


In certain instances, after the catalogue has been published, Christie’s may 
enter into an arrangement or become aware of bidding that would have 
required a catalogue symbol. In those instances, a pre-sale or pre-lot 
announcement will be made. 


Other Arrangements 


Christie’s may enter into other arrangements not involving bids. These 
include arrangements where Christie’s has made loans or advanced money 
to consignors or prospective purchasers or where Christie’s has shared the 
risk of a guarantee with a partner without the partner being required to 
place an irrevocable written bid or otherwise participating in the bidding 
on the lot. Because such arrangements are unrelated to the bidding process 
they are not marked with a symbol in the catalogue. 


FOR PICTURES, DRAWINGS, PRINTS 
AND MINIATURES 


Terms used in this catalogue have the meanings ascribed to them below. 
Please note that all statements in this catalogue as to authorship are made 
subject to the provisions of the Conditions of Sale and authenticity 
warranty. Buyers are advised to inspect the property themselves. Written 
condition reports are usually available on request. 


QUALIFIED HEADINGS 

In Christie’s opinion a work by the artist. 

*“Attributed to ...” 

In Christie’s qualified opinion probably a work by the artist in whole or 
in part. 

*“Studio of ...”/ “Workshop of..." 

In Christie’s qualified opinion a work executed in the studio or workshop 
of the artist, possibly under his supervision. 

* Circle of..." 

In Christie’s qualified opinion a work of the period of the artist and 
showing his influence. 

*“Follower of...” 

In Christie’s qualified opinion a work executed in the artist’s style but not 
necessarily by a pupil. 

*“Manner of..." 

In Christie’s qualified opinion a work executed in the artist’s style but of 
a later date. 

“Alter...” 

In Christie's qualified opinion a copy (of any date) of a work of the artist. 
“signed ...”/"Dated ...”/ 

“Inscribed ...” 

In Christie’s qualified opinion the work has been signed/dated/inscribed 
by the artist. 

“With signature ...”/ “With date ...”/ 

“With inscription ...” 

In Christie’s qualified opinion the signature/ 

date/inscription appears to be by a hand other than that of the artist. 


11/01/21 


The date given for Old Master, Modern and Contemporary Prints is the 
date (or approximate date when prefixed with ‘circa’) on which the matrix 
was worked and not necessarily the date when the impression was printed 
or published. 


* This term and its definition in this Explanation of Cataloguing Practice 
are a qualified statement as to authorship. While the use of this term 

is based upon careful study and represents the opinion of specialists, 
Christie’s and the seller assume no risk, liability and responsibility for the 
authenticity of authorship of any lot in this catalogue described by this 
term, and the Authenticity Warranty shall not be available with respect 
to lots described using this term. 


POST 1950 FURNITURE 


All items of post-1950 furniture included in this sale are items either 

not originally supplied for use in a private home or now offered solely 

as works of art. These items may not comply with the provisions of the 
Furniture and Furnishings (Fire) (Safety) Regulations 1988 (as amended 

in 1989 and 1993, the “Regulations”). Accordingly, these items should 
not be used as furniture in your home in their current condition. If you do 
intend to use such items for this purpose, you must first ensure that they 
are reupholstered, restuffed and/or recovered (as appropriate) in order that 
they comply with the provisions of the Regulations. These will vary by 
department. 
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STORAGE AND COLLECTION 


PAYMENT OF ANY CHARGES DUE 


Specified lots (sold and unsold) marked with a filled square (መ) not collected from 
Christie's by 5.00pm on the day of the sale will, at our option, be removed to Christie's 
Fine Art Storage Services (CFASS in Red Hook, Brooklyn). Christie's will inform you if the 
lot has been sent offsite. 


If the lot is transferred to Christie's Fine Art Storage Services, it will be available for 
collection after the third business day following the sale. 


Please contact Christie's Post-Sale Service 24 hours in advance to book a collection time 
at Christie's Fine Art Services. All collections from Christie's Fine Art Services will be by 
pre-booked appointment only. 


Please be advised that after 50 days from the auction date property may be moved at 
Christie's discretion. Please contact Post-Sale Services to confirm the location of your 
property prior to collection. 


Tel: +1212 636 2650 
Email: PostSaleUS@christies.com 


Operation hours for both Christie's Rockefeller and Christie's Fine Art Storage are from 
9:30 am to 5:00 pm, Monday - Friday. 


COLLECTION AND CONTACT DETAILS 


Lots will only be released on payment of all charges due and on production of a 
Collection Form from Christie's. Charges may be paid in advance or at the time of 
collection. We may charge fees for storage if your lot is not collected within thirty days 
from the sale. Please see paragraph G of the Conditions of Sale for further detail. 


Tel: +1212636 2650 
Email: PostSaleUS@christies.com 


SHIPPING AND DELIVERY 


Christie's Post-Sale Service can organize domestic deliveries or international freight. 
Please contact them on +1 212 636 2650 or PostSaleUS@christies.com. 


Long-term storage solutions are also available per client request. CFASS is a separate subsidiary of Christie's and clients enjoy complete confidentiality. 


Please contact CFASS New York for details and rates: +1 212 636 2070 or storage@cfass.com 
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Christie's Rockefeller Center 

20 Rockefeller Plaza, New York 10020 

Tel: +1 212 636 2000 
PostSaleUS@christies.com 

Main Entrance on 49th Street 
Receiving/Shipping Entrance on 48th Street 
Hours: 9.30 AM - 5.00 PM 

Monday-Friday except Public Holidays 
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BROOKLYN 


Christie's Fine Art Storage Services (CFASS) 
62-100 Imlay Street, Brooklyn, NY 11231 

Tel: +1 212 974 4500 
PostSaleUS@christies.com 

Main Entrance on Corner of Imlay and Bowne St 
Hours: 9.30 AM - 5.00 PM 

Monday-Friday except Public Holidays 


177 








From January 2020, new anti-money laundering regulations require Christie's and 
other art businesses to verify the identity of all clients. To register as a new client, 
you will need to provide the following documents, or if you are an existing client, you 
will be prompted to provide any outstanding documents the next time you transact. 


A copy of your passport or other government-issued photo ID 
Proof of your residential address (such as a bank statement or utility bill) 
dated within the last three months 


Please upload your documents through your christies.com account: 
click ‘My Account’ followed by ‘Complete Profile”. You can also email your 
documents to info@christies.com or provide them in person. 


Formal documents showing the company's incorporation, its registered office 
and business address, and its officers, members and ultimate beneficial owners 
A passport or other government-issued photo ID for each authorised user 


Please email your documents to info@christies.com or provide them in person. 





OLD MASTERS 


THURSDAY 22 APRIL 2021 
AT 10.00 AM 


20 Rockefeller Plaza 
New York, NY 10020 


CODE NAME: DELANEY 
SALE NUMBER: 19739 


(Dealers billing name and address must agree 
with tax exemption certificate. Invoices cannot 
be changed after they have been printed.) 


BID ONLINE FOR THIS SALE AT CHRISTIES.COM 


BIDDING INCREMENTS 
Bidding generally starts below the low estimate and increases in steps 
(bid increments) of up to 10 per cent. The auctioneer will decide where 
the bidding should start and the bid increments. Written bids that do 
not conform to the increments set below may be lowered to the next 
bidding-interval. 

US$100 to US$2,000 
US$2,000 to US$3,000 
US$3,000 to US$5,000 


by US$100s 
by US$200s 
by US$200, 500, 800 


(e.g. US$4,200, 4,500, 4,800) 
US$5,000 to US$10,000 
US$10,000 to US$20,000 
US$20,000 to US$30,000 
US$30,000 to US$50,000 


by US$500s 

by US$1,000s 

by US$2,000s 

by US$2,000, 5,000, 8,000 


(e.g. US$32,000, 35,000, 38,000) 
US$50,000 to US$100,000 
US$100,000 to US$200,000 
Above US$200,000 


by US$5,000s 
by US$10,000s 
at auctioneer's discretion 


The auctioneer may vary the increments during the course of the 

auction at his or her own discretion. 

1. 1 request Christie's to bid on the stated lots up to the 
maximum bid 1 have indicated for each lot. 

2. 1 understand that if my bid is successful the amount payable 
will be the sum of the hammer price and the buyer”s 
premium (together with any applicable state or local sales 
or use taxes chargeable on the hammer price and buyer’s 
premium) in accordance with the Conditions of Sale— 
Buyers Agreement). The buyers premium rate shall be 
an amount equal to 25% of the hammer price of each lot 
up to and including US$600,000, 20% on any amount over 
US$600,000 up to and including US$6,000,000 and 14.5% 
of the amount above US$6,000,000. 

3. 1 agree to be bound by the Conditions of Sale printed in 
the catalogue. 

4. I understand that if Christie's receive written bids on a lot 
for identical amounts and at the auction these are the highest 
bids on the lot, Christie's will sell the lot to the bidder whose 
written bid 1t received and accepted first. 

5. Written bids submitted on “no reserve” lots will, in the 
absence of a higher bid, be executed at approximately 50% of 
the low estimate or at the amount of the bid if it is less than 
so% of the low estimate. 

I understand that Christie's written bid service is a free service 

provided for clients and that, while Christie's will be as careful as 

1t reasonably can be, Christie's will not be liable for any problems 
with this service or loss or damage arising from circumstances 
beyond Christie's reasonable control. 


AUCTION RESULTS: CHRISTIES.COM 
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WRITTEN BIDS FORM 
CHRISTIE'S NEW YORK 


Written bids must be received at least 24 hours before the auction begins. 
Christie's will confirm all bids received by fax by return fax. If you have not 
received confirmation within one business day, please contact the Bid Department. 
Tel: +1 212 636 2437 on-line www.christies.com 


19739 


Client Number (if applicable) Sale Number 


Billing Name (please print) 
Address 


City State Zone 


Daytime Telephone Evening Telephone 


Fax (Important) Email 


O Please tick if you prefer not to receive information about our upcoming sales by e-mail 
| HAVE READ AND UNDERSTOOD THIS WRITTEN BID FORM AND THE CONDITIONS OF SALE — BUYER'S AGREEMENT 


Signature 


If you have not previously bid or consigned with Christie's, please attach copies of the following 
documents. Individuals: government-issued photo identification (such as a photo driving licence, 
national identity card, or passport) and, if not shown on the ID document, proof of current address, 
for example a utility bill or bank statement. Corporate clients: a certificate of incorporation. 
Other business structures such as trusts, offshore companies or partnerships: please contact the 
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100 Summit Circle, Montreal, Canada 


Perched atop Westmount, Montreal's most affluent neighborhood, this iconic 
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Art. Beauty. Provenance. 
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